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FOREWORD 

By Dr. James H. Coiisms, D. Litt. 

In this treatise on the canons of Indian art and 
the cBSthetical principles on which they were founded. 
Professor Bose adds to the debt of gratitude, already 
considerable, which students of human culture owe 
him for his painstaking researches in regions not ordi- 
narily accessible, and for making them available to 
the general reader. 

It is true that all authentic creative art springs 
from inner impulses beyond the touch of tradition. 
But it is equally true that the moment such an impulse 
is put into expression, it is inevitably connected with 
matters of method, materials and environment which 
pass along from artist to artist and from age to age 
certain distinctive qualities that make their own 
history of racial and national peculiarity of art-expres- 
sion. Geographical and climatic conditions impart 
certain continuing elements. Political circumstances 
introduce modifications. But behind external cir- 
cumstances, and worsing through them, is the funda- 
mental conception as to the nature of the universe 
and the relation of humanity to that universe which 
produces the general attitude to life and art. Where 
a cultural tradition has not suffered, a complete break, 
such as Egypt, Greece and Italy have suflFcred, but is 
continuous, as in the case of India, the lapse of time 
puts little or no psychological distance between past 
and present. The thougts and feelings that moved 
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the ancients to creative expression are potent in the 
moderns. Time brings its elaborations and sophisti- 
cations, in externals, but leaves the foundations of 
inner life unmoved. 

There is, therefore, a double value in a work such 
as that which Professor Bose has here undertaken. To 
scientific scholarship it presents gifts of facts and a 
guide to more. To artists and lovers of art it opens 
doors to an understanding of impulses and ideas 
which have moved vaguely within them j and brings 
a realisation of the truth that the creative artists 
of to-day in India are not merely heirs to a cultural 
estate that was established in a distant golden age 
and passes with increasing thinness from generation 
to generation, but that they are themselves, as were 
their progenitors, direct and immediate participotars 
in an eternal creative activity which only asks the 
same devotion, discipline and high purpose as it found 
in the artists nf the past in order to attain the same 
glorious results in the present. 

James H. Cousins. 



INTRODUCTION 

I have tried, in the following pages, to set forth the Indian 
point of view of the Indian Art, which has a long history be- 
hind it. It is a happy sign that the art-critics, both Indian 
and European, are nowadays pajing more attention to India 
^Esthetics. In India, we have art-critics like Dr, A. N. Tagore, 
Mr. O. C. Ganguly, Dr. A. Coomarswami Mr. B. K. Sarkar and 
others. The principles of Indian SUpasdstra as expounded by 
Indian acdryas, have, however, received scanty attention. I 
have gathered together those principles in this. book. 


My thanks are due to Pandit Nitavinod Goswami and Sj ; 
A. Chalamaya for their valuable suggestions. 


1st Oct. 1926 
Visvabharati 
Santiniketan 
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PKIKCIPLES OF INDIAN 

Silpa-Sastra 

CHAPTER I 

Origin of 

From the primitive times man is always trying to express 

^ his innate idea of beauty. That is the 
Origin of art. ^ 

supreme movement to which man is #con* 
centrating all his attention. Though he was handicapped by 
end-less obstacles from the very beginning, yet he tried his 
best to give vent to that idea of beauty. Even in the hoary 
antiquity, he was trying to give form to his natural craving 
for the beautiful by drawing with his unskilled hand the 
pictures of animals, men and various other scenes as evidenced 
from the Spanish caves. Such examples of pro-historic painting 
giving proof of man's in-born yearning for beauty, fortunately, 
are not wanting in India. The oldest hunting scenes have 
been discovered in India, on the walls of a group of caves dn 
the Kaimur ranges of Central India. Other drawings of human 
beings, animals and hunting scenes are met with in Central 
Provinces in the Raigarh State near the village of Singhanpur,! 
as well as in the caves of the Mirzapur district of the United 
Provinces, Those people who are still leading a primitive 
life, also try to give expression to their ideas of beauty in 
their crude drawings on their walls and in their love for flowers. 
They make crude pictures, because thef find pleasure in 
creating that picture. They donot care whether other pdople 
would like their drawings or not. They reveal themselves in 
their pictures. Dr. Tagore, therefore, says — Vln Art man 


X, Percy Brown, Indian Painting^ pp. X5-X6* 
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reveals himself and not his objects;^ The maxim—" The 
thing of beauty is joy for ever/ is true in all ages and all 
countries. As a thing of beauty is the source of joy for ever, 
so the artists try to arrest the passing away of that object of 
beauty in some permanent form. This gives rise to art 
and sculpture. We must, however, remember that in Art 
there is not only the idea of beauty, but also of truth ; both 
are inseparably mixed together. If Art tries to give expression 
only to the idea of Beauty, it cannot stand the test of ages. 
It must stand with Truth. Truth and Beauty cannot be 
separated, both are woven together to produce Art, It has, 
therefore, been said that Beauty is Truth and Truth is Beauty. 
Human feeling or emotion may give rise to Art; it may 
also be due to accident. The artists and sculptors try to 
represent their notion of the beauty and of truth in their 
pictures and sculptures. In different countries the artists try 
to give form to that idea of Beauty and of Truth in different 


ways. Their expression depends much on the training they 

have received, the culture they have imbued, and the tradition 

they are following. It is difficult to fix the criterion of 

Beauty. A picture may appeal to a particular man and not ; 

to others. But if a picture is universal, if it transcends all 

limits of time and space, it will be appreciated by all people 

in all countries. When a picture tries to reveal the world ^ 

of truth and beauty, it then belongs to no particular country, 



but to the whole mankind. There it fulfils its object. It 
has been rightly said by the Poet Rabindranath : This 

building of man’s true world, — the living world of truth and 
beauty,— is the function of Art,’^® 

We must, however,-' .remember that the idea of Beauty 
and , of . Truth is not the only inspiration to art and sculpture 

f ersonality p. If# ' ■ ■ - . ' ' 

•1 ‘ - % Mipat 



in the world* It is one of the fundamental causes to which 
art and sculpture owe their origin. The idea of 'Art for Art's 
sake/ cannot carry on any Art movement* The master-minds 
of the movement can pin their faith to the maxim — ^'Art 
for Art's sake/ but the artist of common rank is totally unable 
to follow such a noble maxim. He must have some purpose 
in creating his Art, and for many ages and in many countries 
Religion served as the purpose of the general artists. It cannot 
be gainsaid that Religion gave a great impetus to the 
development of Art and sculpture. In India, as in Egypt, 
Assyria and Babylonia, ^ilpa, (art) was mainly dependent on 
Religion. In India, from the time of Asoka, religion supplied 
the motive power for ^ilpd. If the Indian ^ilpins had not 
obtained religion as the vehicle of Indian the marvellous 

development of Indian Art would have become quite impossible. 
Both Buddhism and Hinduism as well as Jainism were instru* 
mental in the evolution and development of Indian Art, The 
famous lion-pillar of Sarnatha, the railings of Bharhut and 
pillars and gates of Sanchi, show what Buddhism has con- 
tributed to the development of Indian Art and sculpture. The 
GS.ndhara School or Gupta School only gave expression to 
the Buddhist and Hindu religious ideals. 

In tracing the history of art and sculpture in India, we 

. find that the earliest relics which have 

Origin of Indian art. 

come down to us belong to the Asokan 
Period. These relics of art and sculpture are undoubtedly 
Buddhistic in origin. Through this Buddhist religion, these 
artists tried to give expression to their idea of Beauty and 
Truth. If they had not represented what was sundaram and 
^ntam in Buddhism, the remains of Buddhist art would not 
have been appreciated by people in all countries. Thus, the 
Indian artists expressed the idea of beautiful even through the 


Buddhist ideals. The artists, who were responsible for theii 
execution were imbued with the Buddhist ideals, or they 
would not have represented on Bharhut pillars the story of 
Miya, Devi’s dream or the story of the gift of Jetavana to 
Lord Buddha by Anathapindada, or the story of Mlga 
jataka. It is true that all these representations are not of a 
high standard, there are some which may be called crude. 
The artists of that period found delight {anaitdani) in making 
those representations, however crude they may be. There 
are, fortunatel)', others, like the lion-pillar or bull-pillar of 
Sarnatha, which can stand the test of ages. They are 
superb in execution. The artists tried their best to represent 
the idea of the beautiful. We can say with the poet that 
there in the artist is an element of the superfluous in his 
heart’s relationship with the world, and Art has its birth. 
Thus the Indian Art begins with crude representations as 
well as works of finer execution. In the history of any art 
movement we cannot hope to find artists of superior order only, 
there must be inferior artists also. It is so in the history of 
Indian Art, The fine workmanship of the Asokan pillar at 
Sarnath and the inferior quality of the female statues of the 
same period, lead scholars to conclude that there were two 
different schools of art even at the time of Asoka We arc 
however, unable at the present time to determine what can- 
onical school of these artists of the Asokan age followed. 

It is rather possible that they were bound by no strict 
"1“ >■’<> Th. early artists 

had their ideas and they tried to give 
shape and form to those ideas. They allowed their brush 
dr chisel full liberty and tried to develop their own Workman- 
ship. - They had no tradition to follow, but to build up their 
,owh ^adition for pMterity. We ' nded not therefore, be 



surprised if some of their representations would be crude in 
execution. When others followed, they tried to improve the 
standard, but it required a genius to raise the standard of art 
and sculpture. In the work of Sanchi pillars or Sarnatha 
pillar the hand of such a genius is observable. These 
sculptors, however, did not so long make any image of 
Lord Buddha, because the worship of Lord Buddha was 
forbidden by Buddha himself. The artists of the Gandhara 
School were the first to make the images of Lord Buddha, 
It is doubtful whether the Gandhara sculptors followed any 
Silfd canons. The inspiration might have come from the 
Greek School. The Indian artists perhaps saw the Greek 
statues, which had been introduced in the North-Western 
India, and thought — Here is our model/' and fashioned the 
images of Buddha accordingly. They took the outward form 
from the Greek School, but they tried to infuse life into the ' 
new images of Buddha. They attempted to make the figures 
of Buddha befitting his meditation and Sddhand. Though 
the contemplative {dhydna) mood of Buddha did not develop 
so much in the Gandhara School, it reached its highest per- 
fection in the sc ulptures of the Gupta Period. These artists, 
whose productions are now to be seen at Sarnath, did not 
follow the Greek model. The training they had received told 
them to represent Lord Buddha in dhydna mood sitting 
under the sacred Bodhi tree and trying to find a solution to 
the miseries of the world. They first of all had that picture 
in their mind and tried to give expression to that contemplative 
mood of Buddha. The rcpresentation.s of Buddha of this 
neo-school, whether sitting and turning the wheel of law or 
standing or in a meditative posture, mark the excellence of 
artistic execution. As soon as the worshipper look at these 
Sarnath statues they are filled with the same spirit of reverence 
and adlixiiration. These artists were not, fortunately^ bound 


by any feters of rules ; they were the creators of models and 
lules, which other inferior artists are to follow. They did not 
bother whether the head of the image would be of four 
anguhs or nose of five angulas or the hand of twenty angulas. 
'Fhey set to work with chisel and their own idea, and not 
with any SU'p'inastTd in therr hands. They wanted to create 
so they had liberty and latitude. They tried to make the 
images Smtam, Bivam and Sundaram^ so they broke through 
all bonds of canons. If they had been bound down by the 
strict rules of Bilpa§aslra^ they could not have produced the 
finest images in the domain of Indian sculpture. They were 
not to follow the Bilpamtra, but the writers of Bilpa were to 
follow them. The peculiarities of the best artists were noted 
by Bilpachdrgxs and passed as Bilpa maxims for the posterity. 

^ When did the BilpxiMras come into existence ? These 

I canonical rules of Bilpa were compiled in the age which 
! witnessed the decline of Indian art. After the Sarnatha 
School, there was an appreciable fall in the high standard of 
Indian Art. It was, no doubt, due to the absence of any 
talented artist in the succeeding ages. As the real gifted 
artists became few in numbers, some rules became necessary 
for guiding the common artists. The artists of inferior calibre 
could not produce any image which might be as beautiful, as 
calm, and as contemplative as the images of Buddha of the 
Gupta Period. What they could not contribute in the form 
of quality and excellence, they tried to make up in the shape 
of quantity and outward form. To guide them in giving the 
outward form to images and in adding elaborate decorations, 
these Bilp% canons became necessary. So, we find the 
founders of Bilpd schools enforcing these rules on the artists. 
They argued that as they could not inspire the artists with 
genuine artistic tendency, it was better to insist on form. 
Wt c^n note its effect in the statues of the Pcst-Gupta period. 
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in which elaborate decorations take a prominent place. In 
them, beauty has been sacrificed to the' altar of form and 
outward decorations. These images are more crude and 
inartistic than their predecessors. We donot mean to say that 
all the images of the later period are crude and devoid of 
beauty. There were some which were as good as or even 
better than their predecessors. In those eases, the artists 
had little regard for the conventional rules of SilpaMdra, 
but gave full play to their chisel and their own idea. 

As soon as these canonical rules of Bilpa came into 
existence, the ^ilp&chdryas refused to allow any deviation from 
these rules. The result was the cripling of the high standard 
of art and sculpture. The artists were bound down so to say 
and could not give full play to their talent. Those, however, 
who had extraordinary genius, broke through the feters and 
produced such images as are considered best through the ages. 
Broadly speaking, therefore, the growing up of the vast SUpa 
literature coincides with the decline of art and sculpture in 
India. Just as in literature, a set of rules of AlamMra 
(Poetics) prevented the free play of the poets, so also these 
^ilpa canons struck at the fountain of inspiration of the artists 
and sculftors. 

We, therefore, come to the conclusion that the bulk of 
the Bilpa literature in India ^rew up in the post Gupta {»riod. 
There are many ^ilpa works which were composed in the 
tenth or eleventh century A. D. The period, which saw the 
growth of the SUpa books, extends from the sixth century 
A. D, to the eleventh or twelfth century. 


CHAPTER 11 



The ^ilfa§dsiras preserve for us the tradition of Indian 
art and sculpture. In them we find the conventional rules 
which the Indian artists and sculptors used to follow. In our 
attempt to reconstruct the history of Indian art, we cannot 
overlook the mass of literature that has come down to 

us. They supplement our knowledge of Indian art derived 
from the images and sculptures of ancient India. 

It must be remembered that the major portion of old 
Silf%Bstra has been lost to us by the peculiar climate of the 
country and by worms and insects. The ravages of Moslem 
invaders are also responsible for the destruction of Bilpet 
Mss. Fortunately, the extant Mss. are being discovered and 
edited by competent scholars. 

The literature of Indian art and sculpture prevailing at 
the present day may be grouped under three heads : 

(1) VdsM'-sdstret, or the science of architecture, 

(2) Bilpct-mHra or the science of sculpture, 
and (3) Citrasutra or the science of painting. 

At present wc get the following books under Vdsfu 4 dstr.a : 

(i) Vdstu-vidyd is edited by M M. T. Ganapati SUstri 
and included in the Trivaridrum Sanshrit Series 
in 1913. The writer of this book recognises 
Visvakarman as the god of the ^Ipins^ he might 
have as the source of information the work of 
Visvakarman, The book contains sixteen chapters. 
It begins with the examination of the earth suit- 
able for vdstu land. It deals with the doors, ved% 
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house-building and tile-making and several other 

■•■.■.•■■tilings, ■ • 

(2) MammhylUmjaeJimdrilm is also edited by 

MM. 'f. Ganapati SUstri and published by the 
tPravancore Government in 1917, The book con- 
tains seven chapters and, as its name implies, deals 
%vith the subject of the construction of houses of 
men. Like other books it begins also with the 
examination of the vastn land. 

( 3 ) MtiydfmfMm is edited by the same scholar and 
» published in 1919, It is an authoritative work on 

the subject of Indian architecture and is oft-quoted 
by later writers. The book at present contains 
34 chapters and deals with among other things 
the laying out of villages and towns, gopira, 
mandapa^ king's palace, doors, Imga and pliha. 
ITe book Is ascribed to the sage Maya. 

(4) i^ilparafmm is edited by the same editor and 
published from Travancore in 1922. The book is 
also an important work on Indian art and 
architecture. It has two parts, the first one 
containing 4C chapters dealing witli architectural 
subjects and the second of 35 chapters treating 
mainly of iconography At present only Part I 
is published containing one chapter on painting. 
The remaining chapters deal with varied subjects 
such as, the characteristics of an umrya and of a 
Mlpm, the laying out of villages, towns, houses, 
palaces, doors, steps,- inrrma mapdapii^ 
mupdapOi and other allied subjects. 

(5) Another book named yuM%dmlpf( 4 aru has been 

edited by Isvara' Gb. Sfetri m thte 
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CalcHtta Oriental Series in 1917. The chapter 23 
in this book deals with vaslu. 

(6) sawfctia by the sage VarShamihira (Calcutta, 
1317B.S.) in chapter 53 deals with Ydstu-vidya and 
in chapter 56 with Frdsada-laksamm. 

(7) Another interesting book on architecture, published 
recently, is Samardnganaswtradliara by the king 
Bhojadeva. It is edited by MM, T, Ganapati 
SSstri and included in the Gaikwad's Oriental 
Series (1924). It traces the origin of Bilpaidstra 
and represents Visvakarnian as speaking about 
these subjects to his sons. It also covers a wide 
range from the laying out of villages, cities and 
forts to the making of several instruments or 
yantras, such as elephant machine, vimdna 
machine, door-keeper machine, soldier machine and 
others. 

( 8 ) YisaaharmapruhdSim, which has been published 
from Bombay in 1971 Sam vat, is another impor- 
tant book on the subject. It also deals with 
Vasfavidya and is ascribed to Visvakarman. 

(9) Some of the Turmns also deal with this 
subject. Of these mention should be made of 
(i) Matsyapurdmm which has chapters 252-257 
dealing with Vai^tiiiidya, (2) of Agnipurdnam^ 
chapter 104 on prdsdda-Uhsamm, chapter 105 on 
grhM'ivdsiu and chapter 106 on mgarddii&sia, 
(3) of Gttr«^j.»ramaw,chapter 46 on Yasimtrnaya, 
chapter 47 on FrasadaWksanam, and (4) of 
Bhavisyapur^pam. 

For the science of Painting, there is, however, only a few 
books preserved for ns. We have in Tibetan, the translation 
ol. which has. been.edited and tranriated into 



'German by Berthok Laufer (Leipzig, 1913). In Vimtdk^r- 
mottaram^ we have a chapter on G^ltra-^sfitra^ portions of which 
have been translated into English by Dr. S. Kramriscli in the 
pages of the Gahulta Bmew (February 1924), The list 
chapter of Bilparatnam^ edited by MM. T. Ganapati S^stri 
also treats of C%tra 4 ahsanam^ a discussion about which was 
made by Mr. K. P. Jayaswal in J. B. O, R. S. and in Modern 
Review, XXXIII, p. 734. 

Let us now turn to the literature dealing with Indian 
sculpture. Unfortunately, we have few books dealing exclu- 
sively with the branch of Indian sculpture. We have only a 
few chapters dealing with the art of image-making in the 
following books 

(1) Thus in BrhaisamUtd (chapter, 58) we get a 
discourse on Praiimdlahsaw dealing with images 
in general and some gods in particular. 

(2) In SuhranUi (chapter IV) we find measurements or 

images and allied topics dealt with. 

(3) In Visnulharmottara^nirmyim (Part HI) we have 

description of some particular gods 

( 4 ) Mf^tsyafurdmtm (chapter 259) gives the measure- 

ments of images in general as well as description 
of a few particular gods. 

(5) In Agnipurdnam (chapter 49) we have Pratima 

lakpnam spoken of* 

Leaving aside these printed materials, which are available 
to all scholars, we have now to turn to unpublished Mss. or 
other published books which are not well-known to scholars* 
We refer, first of all to- ’a Ms, in the Ms, Department of the 
Visvabharati Library, The Ms, relate^ to Fratirndrlahsma 
and is written in Malayalam script. It is, however, preceded 
by another MilptudBim called at the end of ; 
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every chapter of which we find it written ^ 

, except in the last one. 

This KaSyapa-samhita contains §4. folios, after which 
there is a blank leaf. Then follow four written folios, which 
donot seem to be connected with the above-mentioned Kahjapa- 
samUta, because in the left margin of the first of these leaves 
is given in a different hand : — 

1 his new book Marhandeyamatavasitisasi'ram does not 



seem to be complete ; some of its leaves are certainly missing 
as the first line begins with the middle cf a letter in the middle 
of a sentence. Thus : — 

This chapter seems to'deal with the rules about temples, 
because at the end of the chapter we read 


After this chapter on temple, there begins the 
on Pratimalaksana, which, though fortunately c 
abounds with mistakes. The book Markandeyamata s 
be an anthology on the lines of Mayamata containing 
chapters on different topics such as devdlaya, pratima e 
The next chapter of the book, which deals with < 
missing in our Ms. It ends abruptly : — 

itr# 
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We donot know how many chaplers this Mafhandeyamata 
contained. Unless we get other copies of this Ms, from other 
Libraries and have them properly compared and collated, we 
cannot expect to have a reliable text. We give a few extracts 
in the Appendix from the text relying on one Ms. only in the 
hope that other Mss. might be traced from other parts of India, 
especially from Southern India, as the text is in Malayalam 
character. 

It is rather fortunate that the chapter on PrafAmdlahsana 
in this Malayalam Ms. is complete. If we can set up a correct 
and reliable text of this chapter, it wdll add a new chapter to 
the existing ^ilpct literature of ancient India. We donot, 
however, know anything of the age of the Ms. nor of its writer. 
It is difficult to say who the real writer of this book w^as : 
whether it is K^syapa or Markandeya or Visvakarman. Each 
has his claim as the writer of this work. In the first place, 
we have it along with the Kd^ynpa-samhitd ; secondly, in the 
beginning it is written that it is Mdrlcamleyamata^vdstu sdstra 
and also at the end of the chapter on devdlaya - thirdly, at 
the end of the chapter on Pmtimd we find it stated that the 
Work is composed by Visvakarman. Now, who is the real 
author M^rkancleya or Visvakarman ? Though we arc unable 
to answer this question definitely from the materials at our 
disposal, we would be inclined to credit MS-rkan^eya as the 
probable writer of this text. 

The Ms. is called Pratimd-laJcsana^vidhdnam. Like all 
other books it gives the measurement of a tdla^ which is equiva- 
lent to twelve angulas. Though in one place, the writer makes 
the face equal to one tala or 12 angulas^ yet in another place 
he makes it equal to thirteen angulas. It is to be noted 
that the measurements given in this Ms. do not tally with 
those in other boo}ss. Towards the end of the chapter, .the 



■writer speaks of the ornaments necessary for the praUmai 
for the purpose of decoration. 

There is another book dealing with the same topic, 
but was so long unnoticed by Indologists. 1 he book is called 
Maxjmasfu, printed (in 1916) in Madras in Telegu character. 
As it is printed in Telegu character, it has so long escaped 
the attention of scholars. When I came across this book, 
to mv utter astonishment I found that the name of the 
book Mayuvastu is really a misnomer, because it does not 
deal with vastu-sMra or the science of arch.tecture, but 
with images. We reproduce the Text in Devanagari character 
in the Appendix. 

This book is divided into four chapters. 

The first chapter deals with the making of images according 
to the nine tala measurement. It first gives the proportion ■of 
each limb of the images in general and then proceeds to give 
the measurements of the images of goddesses. The last part of 
this chapter (slokas 22-34) does not, however, treat of pratimas, 
but of the temple where the images are to be enshrined 
and its different parts. The second chapter lays down how 
to make smaller images, but slokas 12-24 again treat of 
temiples, which would be auspicious according to astronomical 
calculations. The earlier portions of chapter 3, lay down 
some general principles of image-making. The sculptors 
are warned against the making of any image, which is 
crippled or out of proportion. If the} make any such image, 
death and sorrow would come to them. The rest of the 
dhapter (slokas 16-31) deal with the qualifications of the 
■SHtan, bis praise and respect which slijuli be given to hsm. 
Tbe i*st chapter deals :,W'th , the ■ errertion ot Go^wr ■ m. . At 
ijdlis eisU. of ,jtl»s book, , it , is ivalied and -Uot 

Id' ^xt ;|be btiekis ■oaUed 


mgamtiK In 'sloka chapter i.. we find it stated that 
this Biamth is the 'essence of and made in 

accordance to Mdmsara^ Gargeyam^ Mariemt^ atriyam, and 
all other iasf.fas. Maya, to; whom- ■ this book is ascribed, 
is spoken of as an instructor in Vdsfusdstra in M‘^tsycifurdm>m, 
There is another famous book called Moiyamcttam ascribed 
to him. In the present book Maya is said to have taken 

help from the books of Garga, Atri (both of whom are 
mentioned along %vith Maya in the M^fsyapumnam)^ Mdrha 
and the well-known book Mdnasdra^ 

Of other unpublished works on Indian sculpture, men- 
tion should be made of the three works, which were so 
long thought to have been lost. They are 

1 , Fratima*mana 4 aksanam. 

2, Dasa-tala-nyagrodha'cpariman^ala-Buddha-pratimS- 

laksanam.. 

3, Sambuddha-bhialta-pratimWaksana-vivarana-nSma. 

We have recently received some Mss. from the Darbar 

Library, Nepal, among which we find the original Sanskrit 
version of the^e books. They are also preservcd^Jn their 
Tibetan translat:on. 

The book FraHmd-mdna-lahmw^ is ascribed to the 
sage Atreya, after whom the work is also known as Atrtya- 
tilaha. It seems to be a Buddhistic work, though it refers 
to the image of Buddha only once. It begins with 
the measurements of images according to nine tdla^ then 
follow according to eight, seven and four talas. The writer 
also discusses what is a dosa (defect) and guna (qualification) 
In an image. The last chapter deals with jirnodhdra i, e, 
how to enshrine an image again if it is^ broken or bwrnts 


CHAPTER HI 

PHnci^hs of Indictn Art and Sculpture 

We now proceed to trace the various principles underly- 
ing the vast domain of Indian art and sculpture extending 
over more than two thousand years. During this period 
many artists and sculptors were born, they tried to give 
shape to their ideas in many different ways, yet the principles 
which inspired them remained almost the same through these 
ages. It is fortunate for us that these main principles also found 
expression in Indian Bilfa^astras, It is quite natural that 
these motives which inspired the Indian Mlpins would be different 
from those in other countries. " We, therefore, need not be 
surprised if the Indian point of view of art and sculpture 
be different from the stand-points of artists of other coun- 
tries. The Indian stand-point has been emphasised by several 
writers o| Indian fdpaMstras. We find those views expressed 
in Visnudharmottarapur3/nam as well as in Matsyapuranam. 
The former holds that as the gods give men all their 
desired objects, namely, dharma^ artha^ hama and mohsa 
(salvation), therefore, the gods are to be worshipped by men by 
all means.^ What do men hanker after in this world ? They 
are those very things-— dfearmcfc, artha^ Mma^ even including 
mohm (salvation), which the mighty gods would bestow 
upon them if properly worshipped and propitiated. This is suffi- 
cient reason to induce men to worship gods. To worship gods, 
one must have their images prepared. Thus arose the necessity 
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of the art of image-making in India. When in the early 
Buddhistic period, image-making of Buddha was not in vogue, 
the sculptors represented the Buddhistic symbols of the Dharma 
cakra or the wheel of the law, or of the sacred Bodhi tree in the 
place of the image of Buddha. To the worshipper. It served 
the same purpose of propitiating their gods. Thus the Indian 
sculptors did not make any statue for their own enjoyment, 
but to meet the requirements of the worshippers. The 
principle— Art for Art’s sake ^ — ‘did not meet with 
the approval of the Indian artists. They wanted a vehicle 
for Art and it was supplied by religion. The Matsyapurtoam 
also holds the same view. It says that to worship gods and to 
sing their praise is the best of Kmm% Yoga and it will bring 
salvation to men, 2 

Thus we find that the services of artists were requisitioned 
by the religious zeal of the people. In ancient India, as remarked 
before, the people did not want art for art’s sake. The 
Indian artists and sculptors were moved by religious enthusiasm. 
There were many merchants or monks who wanted to gain 
punya (or merit) making a gift of a pillar or a statue in 
the name of Lord Buddha, as we find in the r^ains of 
the Bharhut sculptures. Those monks and merchants engaged 
skilful sculptors to have the pillars and statues made. On these 
pillars they had some incident of the life of Buddha or some 
Jdtaka scene depicting the previous life of Buddha represented 
by sculptors, as well as their own names written. So we find that 
the Bharhut pillars or Bodh-Gaya or Sanchi sculpture owe 
their origin to the religious zeal and enthusiasm of so many 
folIo%vers of Lord Buddha. They thought of such acts as 
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conducive to merit and virtue. It is the same case with 
Hindu devotees. In Gupta, Pala and other inscriptions we 
read of devotees making temples and installing images ol 
Visna, Siva, Surya and other gods with the belief that 
those acts of merit would bring salvation to them. The 

same motive inspired the colonists of Siam, Champa, Java 
and other countries beyond the sea to enshrine the statues 
of Siva, Brahma., Chandi, GaneKi and others. Even in 
Modern India, the erection of new temples and images may 
be traced to the same cause. Thus religion in India gave 
an impetus to art and sculpture. It is the same in many 
other countries. Though in Assyria and Babylonia, a secular 
art grew up, yet religion supplied the motive force to art 
and sculpture in those countries. In Egypt, the gigantic 
pyramids and temples to numerous gods and the statues of 
various gods and goddesses, also point to the stimulus given 
by religion to Egyptian art. In China and Japan too, the 
introduction of Buddhism, saw the errection of many Buddhist 
temples and images. 

According to the Indian point of view, art and sculpture 
are inter-related with other sciences. It 
Visnudharmottaram that 
he who does not know properly the 
rules of citra (painting) can, by no means, be able to discern 
the characteristics of images Again, without 

(a knowledge of) the science of dancing, the rules of painting 
are very difficult to be understood. Moreover, the science 
of dancing is difficult to be understood by one who is not 
acquainted with music. Lastly, without singing music cannot 
be understood.8 Thus according to the Indian point of view, 
for the proper appreciation of FratimorlaTssana, one must 

(S>} Part III, Chapter a»;OaL Bev, 1924k 
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know the sciences of ciira, dancing^ music and singing. It 
would be diflRcuIt for a Western art-critic to abide by such 
a general principle. No doubt, art in its broader sense like 
its Sanskrit equivalent hold,, includes the sciences of painting, 
dancing, music and singing. It must, however, be admitted 
that to a sculptor the science of painting is rather indis- 
pensible. Both the sciences of sculpture and painting can- 
not be happily separated, the line of demarkation between 
them is so thin . 


Iflea of Beauty. 


Let us now consider, what is a beautiful image according 
to the Indian point of view ? A modern student 
of aesthetics would lay down the following 
principles to judge whether an image is beautiful or not. 
He would ask : ' What is this song or picture, this engaging 
personality presented in life or in a book, to me ? 

* What effectjdoes it really produce on me ? Does it 
give me pleasure ? and if so, what sort or degree of pleasure ? 
How is my nature modified by its presence, and under its 
influence ?’ * The m odern aesthetic critic has to deal with the 
original facts as found in the answers to these question But 
he will remember always that beauty exists in many forms. 

It is very difficult to lay down any criterion of beauty. 
It may, however, be said that beauty must have truth in 
it, i^ must be universal. If any statue is appreciated in 
ail ages and all countries, we can say that beauty and 
truth have found a happy combination there Sometimes, 
a work of art, however, may not rise above the limits of 
a certain country or people’s taste. An image may appeal 
to one nation because it finds its ideas and tradition well 
expressed in it, other nations may not like that particular 
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image |at all, because its conventions go against their traditions. 
It is for this reason that many works of Indian art do not 
appeal to many Western critics. They should, however, 
remember that beauty exists in many forms. To them all 
periods, types, schools of taste should be in themselves equal. 
In all ages there have been some excellent workmen and 
some excellent work done.^ 

Some students of aesthetics hold that all works of art 
should be true to nature. If we apply this criterion to works 
of Indian art, we shall find that the Indian artists and 
sculptors did not always follow the nature. Assyria and 
Babylonia first tried to copy nature in art and sculpture. 
It was carried further by the artists and sculptors of Egypt 
aivi it reached its zenTh in Greece. Greek artists were 
quite loyal to nature in copying her in works of art and 
sculpture. Any Greek statue shows how beautiful it is and 
how faithfully the sculptor has imitated physiology in mould- 
ing the arms and different parts of the body. The Greek 
image is as true to anotomy as it possibly can be. In 
Gandhara, the first Indian images were made in imitation of 
the Grei^ statues. In Gandhara sculpture, therefore; we can 
discern the influeice of Greek models and consequently its 
attempt to follow nature. Excepting this Gandhara School, 
Indian sculptors did not pay so much attention in copying nature. 
The reason is quite obvious. The Indian sculptors wanted 
to make the images of gods represent their divine and super- 
human nature. The gods, they argued, possess many attri- 
butes superior to human beings They are higher than 
ordinary men. Therefore, in making their representations, 
some symbols should be attached to them to signify their 
superiority. A man has two arras, naturally a god like 
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Brahmft or Visnu^ therefore, must have four or more arms. I'he 
same logic worked in Assyria and Babylonia, where the 
artists added wings or legs of animals to the images of 
gods to signify their divine superiority. 

Moreover the Indian artists were governed by many 
traditional rules and conventions. In representing gods, the 
artists had to take into account the traditional nature of 
the gods. Thus in making the image of the god Vi§na, 
the symbols of sccmhh^ (the conch), (disc), gadd (clnh) 

and padma (lotus) are to be added. Again, in the case of 
Ganesa an elephant head, or in the case of Brahma, the 
creator, four heads are to be added. Other Indian gods 
have other peculiarities, which the artists were forced to 
follow in making the representations. 

What, then, is the standard of the Indian idea of the 
beautiful ? The Indian sages enunciated their own idea as 
to what is beautiful. They dealt both with the positive 
and negative side of the question. It will be seen that the 
Indian science of the aesthetics is quite different from the 
modern science of art criticism. Let us begin with the 
negative side of the question. In this respect we shall get 
much information from ^ukraniti^ BrhatsamMtd^ May amstr a 
and Pratimdmdnarl.ihsanam. The ^uhraniti holds that ^ one 
should not co istruct any image that has eyes directed upwards, 
downwards or closed, nor should design one that has vehement 
eyes, but eyes bespeaking satisfaction It follows that a 
beautiful image should not have eyes directed upwards, 
downwards or closed or vehement eyes. This principle has been 
elaborated by VarS«hamihira in his Brhatmmhitd. He lays 
down : — 

^ If the image has excess in its arrhs, the Mlpin will 
suffer from, the fear of'' 'the king; -if It is^ dess^- ilMate will 

(6.) Siiwlllt ch; it, 's* W-m ‘ - " 



befall him ; if its belly be less, he will have fear of hunger i 
If it is thin, he will suffer from loss of money. If the image 
has wounds from the fall of weapons, it indicates the death 
of the maker. If it inclines to the left, it bespeaks of the 
death of his wife, and if to the right, the death of his 
ownself. If its eyes are directed upwards, it makes him blind, 
if the eyes are cast downwards, it will bring evil thoughts to 
Here the author lays down that the arms and the 
belly of the idol should not be out of proportion. The image 
also should not incline either to the right or to the left ; the 
eyes also should not be directed upwards or downwards. 

Maya§d8tr a dcdils more elaborately on this negative aspect 
of Indianaesthetics. It says — "If the face of the Image is 
cast downwards, the fdp.n would be ruined, he would no longer 
be respected and the wealth of the master would also be lost. 
If the nose (of the image) measures more than three yams^ 
it would kill the king soon for certain. The Mlfacarya 
here lays down that the face of the image should not be cast 
downwards, nor the nose be made more than three yavas. 


It further lays down .9 — "If the nose is crippled, it would 
kill prosperity ; if the foreheads are out of proportion, there 
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comes sorrow ; and an image with violent sight would kill 
the owner soon, would cause the loss of son, great sorrow 
and would kill all people as in an epidemic* If the eyes are 
turned downwards and the sight is terrible, the kingdom of 
the king would be destroyed. If the sight is downcast and 
violent, it would kill the worshipper. If the sight is fixed 
on the nose, it would kill the iiljpdcharya. If it turns on the 
side, it would kill the friend. So the sight must be made 
proportionate {samadrsii), which is peaceful as well as for the 
good of all people. If the nose becomes too thick, it would 
destroy the prosperity of the if the forehead becomes 

too thick, it would create great trouble ; if the sides are thick^ 
there would be loss of life ; if the arm-pit be thick, it would 
kill the Mlfin. 

The Indian Ulfdmryas^ thus tried to lay down their 
criterion of the beautiful in their own conventional way. 
The Ms, Pratimorindna lahmnam also gives expression to the 
same idea. The Indian stand-point is that by following the 
idstras^ the artists would make their images beautiful The 
artists, therefore, should take care that he does not violate 
any injunction of the id-stras. The writer says what things 
the artist should avoid. He says : Now, I shall speak of 

the form of the mouth-about its auspiciousness and inauspicious* 
ness. It should be made slightly smiling, pleasant and 
possessed of all good signs. One should absolutely avoid the 





construction of the mouth which is passionate, impetuous, 
wrathful, sour, bitter or circular/’l^ 

To make an image beautiful, the Indian thinks 
that he must put some special marks on the image according 
to the Indian tradition. 1 bus it is said in the TraUma-mmor 
luhsanavii-'i- that the following marks on the hands of gods 
speak of their auspicious character, namely, the conch (saiihha)^ 
lotus {‘padma)^ flag {dhwaja), thunderbolt {vajra), wheel (cafcra), 
Mwastiha^ bracelet, pitcher (kalasa), moon, umbrella, srivatsa^ 
hook (ankusa) trident {trUula)^ barley-garland (yava-mdld) and 
vaaudhd. 

We now turn to the defects (dosa) and excellences {guna) 
of the images. The Pratimd-mdna4aksanam lays down the 

following principles 

Now the excellences and blemishes of the idols are 
spoken of with regard to their smallness or bigness. The 
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seat should be well fixed and of sufficient length and breadth. 

'* The head made like an umbrella, brings prosperity of 
wealth and corn. The beautiful line of the eye-brow and 
fore-head give eternal prosperity. 

“ If the idol is well-modelled, the subjects become happy 
and an idol with a conch-like neck is the bringer of all 
fuIfilmcHt. 

“The body in the lion posture increases strength and 
superfluity. The arms made like the trunk of an elephant are 
the fulfillers of all desires. 

“ (An idol) with a beautiful belly brings wealth of crops 
and superfluity. One with thighs like the plantain tree 
increases money and cattle, and one with becoming shahle 
makes villages prosperous. 

** An idol with beautiful feet brings perfection of charac- 
ter and learning. Thus are spoken of the excellences of an 
• idol. ...... 

In plain words, the excellences of an image may be 
stated thus; its head should be like an umbrella, the line of 
the eye-brow and forehead should be beautiful, the neck 
should be like a conch, the body should be in the lion posture, 
the arms should be like the trunk of an elephant, the belly 
should be beautiful, the thighs should be like the plantain 
tree, the shanks should be becoming and the feet should be 
beautiful. Our 6ilfacMrya also adds that the image should 
be well-modelled. 

These are the criterions of the beautiful according to the 
Indian point of view. Here only the outward form is spoken 
of and the Indian writers employed the peculiar Indian Con- 
ventions in expressing their aesthetic sense. Some of these 
cohventtonal forms may seem awkward to the modem 
critiiai, but we must not forget that the writet$ tb 
sptek in h^ms of Indian conventions, 



rhe Ms, Prafmd-mana4aksamm also speaks about the 
defects and blemishes (dtOsoC^ of the imag’c.. It savs • 

If it (the image) is deficient in length or breadth, there 
would be famine and national breakage. If it is limbless, he 
becomes hunch-backed and if it is noseless, he becomes a 
diseased . 

If the sight of the image is turned towards the left, 
cattle are destroyed, if upwards there is loss of wealth. One 
should avoid an idol with eyes small or round or contracted 
or defective or cast down. If the idol is made with a deep 
belly, it will always destroy crops. 

“ If the idol is defective m thighs, there would be perma- 
nent abortion. That is a great defect, if the nose, eye and 
finger— these three are short, or if the shank, neck and chin 
are long, or if the head, ear and nose are small, or if the 
.joint, belly and nails are big, or if the hands, feet and eyes are 
deep, or if the neck, mouth, and the arms are short The 

.wise man after knowing these excellences and defects should 
make the idol/M3' 

These are the defects and blemishes (dosa) which the 
artists are asked to avoid. Thus we get both the positive 
and negative sides of the Indian notion of the beautiful as 
stated in the excellences {gum) and defects (doga) of an image. 
The modern art-critics may not see eye to eye with these 
notions of Indian aesthetics, but we must not forget that we 
have to take into account these ideas of the Indian Mlpa 
writers for a proper understanding of Indian sculptures. Here 
however, the last word about the Indian idea of the beautiful 
. is not said, which is said by 8'ukmmti when it' maintains that 
— as would infuse the spirit of meditation 

in the heart of the on-looker. Such an image is ideal from 
,..;,;th«,.Indian 'point 'of ’riew.-'..: . : , ..v,'.. .,>■ 
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From the remarks of and PrMim^ 

maM-lahsanmn we find that these Mlpacartjas attached great 
importance to the eyes and to the proportion of other limbs. 
From these negative elements we can conclude that to make the 
image beautiful its sight must be made Samadpfti^ which will be 
calm and peaceful and must make other limbs quite proportion- 
ate. These considerations lead us to the positive side of the 
Indian nation of the beautiful. We have got the nays of the 
theory, let us turn to the ayes as in these books. 

In discussing the positive aspect of Indian notion of the 
aesthetic science, the books quoted above come to our rescue. 
The ^uJermniti holds that an image made according to the prin- 
ciples laid down by Hlp^mstrae is beautiful. It says-That which 
is beautiful according to the measurements laid down in the 
Matras is really beautiful, not any other. Again, that which is 
not according to the measurements laid down in the idsiras 
is not beautiful, say the wise^A The Pratimdrmdna-lahsanam 
also emphasises the same point when it saysl® ; 

If the face is made not according to the ^dMraa^ the Tiya- * 
mdna would be killed. It also says : 

m ^ ^ n % ii 

If the face, on the contrary, is made according to the 
sastras, he flourishes with his relatives. 

The ^t^raniti makes a little concession in holding that an 
image made not according to the principles of Mstras, but in 
imitation of another image by an expert is also beautiful. It 
says-'Thpse limbs are beautiful which are neither more or leSs in 
measurement than the limbs of images prepared by the experts.’i ' 

'(t4) iSaKramiti, ch. IV, Sec. IV, s. 214-215^ ^ 
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A particular image may appeal to certain individuals j we can 
not call such an image beautiful, makes the situa- 

tion clear when it says that, that which satisfies the heart of 
certain individuals is beautiful to those individuals onIyl7. We 
are not concerned with such cases. We must not suppose that 
beautiful images could be produced without number. It is 
very difficult to find such instances in art and sculpture in 
which all the principles of ^ilpai&stras have been followed. 
It requires the hand of a genius to produce an artistic and 
beautiful image. To follow all the ^ilpa canons and produce 
a marvellous image is rather difficult* So the BukranUi made 
an exception when the sculptor or artist followed the model of 
an expert. The Buhraniti also admits that it is one in a lakh 
that is produced beautiful in all limbs^s. This remark holds good 
in all countries. In many cases^ however, the BilpaB>stra8 
did not insist on the strict adherence to the canons* 

We quote the following to show the truth of our statement: 
*There is no rule about the thickness, but it should be made 
according as it looks beautifuU^.’ This principle gives much free- 
dom and latitude to the artists and sculptors. Beauty and 
jgrace cannot be imparted to the image by any cut and dried 
rule. It must come from the heart of the artist and sculptor. 
It depends on the subtle way with which the brush and the 
chisel are managed* If the artist is a genius, he can impart 
beauty and grace to the image without following any Bilfa 
canon. The outs|de formulas would not help the sculptor in 
making the image beautiful. So the Buhraniti lays down: 
^One should design for all the limbs a grace that is suited to 
each.*^ This should be the guiding principle of all artists. It is 
significant to note that though the author of Buhraniti laid 
down elaborate measutements for making images, yet here- 
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alised that the measurements would give only outward form 
and not grace and beauty to the image * he, therefore, laid 
down the above principle. It is only by such freedom and 
latitude given to the artists that can make beautiful images 
and not hard and fast 8'ilpa canons. It, therefore, follows 
that though the Bilpins are bound by certain 8il^cb canons^ 
certain latitude is also given to them. Without this amount 
of freedom, it would not be possible for the artists to produce 
beautiful images. We must not forget that it requires the 
strokes of a genius to produce images of beauty and grace. 

The dearyas of the Indian science of aesthetics thus tried to 
give expression to their idea of the beautiful. They gave both 
the positive and negative aspect of beauty. They were not 
like the modern art-critics. They tried to give their opinion 
in their own way. The Indian UlpaedryaB knew how difficult 
it is to define the notion of the beautiful. They held that 
images made according to the Gastric measurements are 
beautiful ; they also gave a good deal of freedom to those at* 
tists who are genius. But the Indian 8ilfdcdrya8 did not stop 
here. As 8ilpa in India was mainly depending on religion, 
they had to go farther in enunciating what was beautiful. 
What was an image for? The images have a function to 
serve, namely, to help the worshippers in their worship. The 
images should be such as would be able to attract the respect 
and devotion of the devotees. Therefore, according to the 
Indian 8ilpa canons, an image to be beautiful must be of con- 
templative mood. That is the highest criterion placed by the 
Indian 8ilpmmyas to Indian artists and sculptors. This is the 
distinguishing characteristic of Indian art and sculpture. The 
BtA^raniU, therefore, lays down ; * The characteristic of an 

image is its power of helping forward contemplation and Yoga, 
The human maker of images should, therefore, be meditative. 
BMdes m^itation there is no other ■ way of lmowii^-|iie 




character of 
This principle., as 
great importance in 
Indian artists put great importance to this characteristic; 
indeed it became their guiding principle. Neither in painting 
nor in sculpture, did the real artists pay any heed to the out- 
ward form, to the anatomy of the figure. They did not follow 
physiology in their representations, but tried to make the 
figures ^miam and The Indian artists tried to express 

the attitude of contemplation in the face of the image, so that 
as soon as anyone — either a worshipper or a Iayman~sees the 
figure, one is struck with the calmness and the contemplative 
mood of the image. The figures of Buddha of SHranath of the 
Gupta period are typical examples of this kind. When one 
looks at these SSranath images of Buddha, one feels nearer to the 
Lord who is emerged in profound contemplation. The sculptor 
has made the whole figure breathe an air of dhyana 
(contemplation ) These figures really help the devo- 
tees in contemplation and Yoga. Indian art and 
sculpture has reached the highest perfection in these 
Buddhist images. Compared with these noble images of 
Sftranath, the Gandhara statues of Buddha do not appear to be 
so much imposing or contemplative. The Gandhara statues 
lack that air of Bantam and Bundar&m. There are 

many Hindu statues in dhyana (meditation) attitude as those of 
6iva, Vianu and other, which inspire the worshippers with the 
sprit of contemplation. We do never maintain that all the 
Hindu or Buddhist images come up to this high standard. There 
arp, however, many Hindu or Buddhist images, which are 
rather crude and awkward and do not inspire the worshippers 
wjth the happy mood of contemplation. It should be remem- 
bered that such figures belong to that age of decadance in onr 


an image — even direct observation (is of no 
laid down by the author of BtikraniU, 
the history of Indian art and scu 
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history of Indian art and sculpture, when the higher principles 
were neglected and could not be followed by the inferior artists. 
Still, this dhydna and Toga characteristic of Indian images is 
the most important principle in which Indian art and sculpture 
differs from the art and sculpture of other countries. It Is due 
to this high principle that the Indian artists and sculptors devot- 
ed more care and attention to the contemplative nature of the 
face and could not pay much attention to the finishing of ether 
limbs. In many cases, therefore, the Indian images look dispropor- 
tionate and invoke adverse criticism from those who would ad- 
vocate the following of anatomy in making images. If we are 
asked: What is the contribution of Indian art and sculpture to the 
world ? The reply would naturally be: It is this high principle 
of making images of contemplative (dhydna) mood and Toga 
attitude and of making the figures ^dntam^ ^ivam and Smidaram 
in character. Greek images are graceful, Egyptian images 
are very near to nature, but Indian Images are contemplative 
in character The Indian ^ilpdcdryas lay down that to make 
the images comtemplative, it is necessary that the artist should 
also be of a contemplative mood, or it would not be possible 
for him to produce such images. 

Human Another principle of Indian art and sculpture relates 
Figures making of human figures. In India we rarely 

come acr ?ss any figure of any man-king or emperor or 
scholar. In the Bharhut or Sanchi sculptures we do find 
human figures, but there they occupy a secondary position. 
Thus the scene in the Bharhut sculpture where ' the worshippers 
are represented as worshipping the sacred Bodhi tree, the 
sculptor gives importance to the Bodhi tree and brings in the 
human figures only in their secondary character. Or take the 
representation of the stupa with human worshippers in the 
Bharhut sculpture™here also the human figures are brought in 
only to show the sacred character and importance of the Stupa^^ 

. ; (22) Mhjn Buddhl'sl page 84 i - : ^ 



Even such personages as kings and queens do not receive as 
much attention from the Indim artists. Take for example, 
king and queens watching a procession as it leaves a fort as 
represented in the Sanchi Tope, 28 or king Pasenadi in his chariot^^ 
or king Ajatasattu starting out to visit the Buddha^S as in the 
stupa ofBharhut. Here again the kings and queens occupy 
only a low position and are brought in only to glorify Buddha. 
In other periods of Indian history, there were also great kings 
and emperors in India. Why do we not find any statue of 
those mighty sovereigns o! India ? We are not to go far to 
seek the reason. The art and sculpture in India, as we have 
already seen, is religions in character. Indian sculptors devoted 
all their attention in making images of gods. In Indian paint- 
ing, we find the figures of Buddha, Gopft and RShula as in the 
Ajanta Caves ; we also get the representations of royal proces- 
sions in the Ajanta and Bagh paintings. Egypt, however, 
made the images of gods as well as of her Emperors. In 
India, it is due to the injunction of the MlpaSa^tras, which spoke 
against the construction of human figures. The ^uhramti 
says 26 — ' The images of gods yield happiness to men and lead 
to heaven ; but those of men lead away from heaven and 
yield grief.’ It adds that * the images of gods, even if deformed, 
are for the good of men. Again, the images of men, even 
if well formed, are never for human good.^37 q'hus if a Hlpin 
is told by his guru that an image of a man, be he even the 
k ing of the country, would bring evil to him, he would not 
make such a statue. Such injunctions, therefore, do not tend 
to encourage the making of human figures. Neither the 


sculptor nor the donor would like to go away from the path 




of heaven by having human statues. The only instance we 
have of a figure of a king in India is perhaps the broken Mat ura 
statue of the Mah&raja K;%ni^. It^y be mentioned en-pastard 
that the coins of the figore. There 

:™#sdaejs,,g «■ 

,sword23. Mfe also have the coin of the king Samudra Gupta, 
,'^ho fiei^^^9d?eatpdand playing his lyre in his com . 
|gaip,i;^e k,iqg Chap4«g«pta II, Vikramaditya appears in 
^ '^ting Upp Besides the?e. the Indian coins give 

BB some more representations of other kings. InlatMa|^ . , 

we have figures of Chaitanya, Gour and Nitai, SankarScharya 
and others, perhaps because they were reUgious relormere. 
In some Buddhist images, like Avalokitevara, 
figure of the donor inscribed. Thus in a Mayurbhanga image 
of Avalokaiesvara. we have the figure of the king RSyabhanja 
.iaseribfsd at the foot of the image. In later ppr^, t^je 
ojosea school of Portrailtoie patotipg in the Pppjab. 
-touch of. painting aonri^ed ii' cpni^?#hu iM* 

Mr^ n\ %lfaD0l of PaiU^Rgi 

Jdog^ Empejpjs and up^s- 
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CHAPTER IV 
Pratima^Lahsanam, 

The term ^ilpaiastra includes all the three sciences of 
prafiwa (images), (painting) Sixid vdstu (architecture). 

In discussing the main principles of Indian ^ilpaMstra^ we 
shall naturally have to deal with all these three sciences. Let 
us begin with the consideration of the theory of image-making 
{Pratimd^lahsanam), 

What are the materials sanctioned by the iastras for mak« 

Materials for im- images? Pratimaa (images) generally 
may be constructed from various elements 
which the sculptors find at their disposal. 
An image may be made of wood, earth, jewel, gold, 
silver, copper and stone. VarSthamihira in his BrhaU- 
dmWa speaks of these elements of images and also of the 
inherent qualities of these images. He says * An image of wood 
and of earth gives long life, prosperity, strength and victory. 
An image of jewel does good to men, and an image of gold 
gives nourishment. While an image of silver brings fame, that 
of copper increases population and that of stone or a linga gives 
ground.®! The sage ^fukraeftrya in his Buhraniti also speaks 
of the materials for image-making. He says-— ^ Images are 
made of sands, pasteJj, enamels, earth, woods, stones and 
metals'®®. In another place he says— *The artist should construct 




images with white, yellow, red and black stones according 
to the ages and with others according to one’s option* 
6akr5cflrya also sanctions images of different metal for different 
ages. He says, — 'Images are to be of gold, silver, copper and 
bronze in the Satya, Treta, Dvafctra and KaUyugas respect- 
ively’®*. He further adds, — ‘ The images may be of iron 
or lead according to one’s purposes, — say the sages’®®, 
Matayapur&'Mm also holds that images might be made of gold, 
«lver, copper, jewel, stone, wood and iron.’ ®® 

Theoretically these are the materials for making images. 
Let us now see with what materials the artists really worked. 
Truly speaking, stone supplied the artists with materials from 
the earliest times in the history of Indian art and sculpture. 
From the time of Asoka, the sculptors were chiefly using 
stones. The nearest hills offered them easily accessible 
sources. The sand-stone of Bihar, red stone of Mathura and 
white stone of Amaravati were very often used to make 
images. Even to the present day, the sculptors are using 
stones for this purpose. The whole domain of Indian sculp- 
ture supplies us with numerous examples of work on stone. 
Gold was also used by sculptors. Jainas used gold and 
silver images of their Tirthankaras. There is a fine example 

of gold work in the British Museum. It is the casket No, 2 

of Bimarta stupa dating about the beginning of the Christian 
era. It contains four distinct figures, namely, Buddha, a lay 
follower, a male ascetic and a female ascetic. This casket, 
whidh is now preserved in the British Museum is wrought in 
gold. There is the little gold statue of Buddha, now deposited 

(88) IWi*, 8. aio-311. .. . 

(84) 1, m 

(86) B. 317, 

il,'. . . ctu.258, 8. 20. • 



aiiii iw' f he Brif Kfef Thfs golff frAagt' df 

b’^n asbribfea t6 A; DV ^tto. Maiiy siAm gdld aM sliVef 

iiA’Agiis pf Biiddbli ar 6 fddiid in th% S&gd'bo^ of Ciylb'n.*® Irf' 
Bei&f es, we Mve the gbfd image of thO gdddcBS Anb^ipuri)®; 
abd the image of ^aiii in The family gods artd 

goddesses are often made of gold,' silver and coppiSI: A 
sifver ibiage of Visnu’ was discovered at the village of Chndain 
ib Bengal. It belongs to thd Pala Period.*^ Brotiisr itesfl^. 
were manufactured' in Bengal, V^hence thfe pf'SCficft' of 'malttft^ 
bronze images went over to Nepal and Tibet. Bronze statues of 
Buddha (i to 2 feet high) were discovered at Buddhavani in the 
Krishna District; Madras about 1870. They are now de- 
posited in this British Museum. They resemble the ^arnath 
shtdptare^ and may be assigned to the fifth’ of sixth century Av 
D. A ti6h collectidn of bronze images of Hindu * and 
Boddhtlt gO^ has bfeto' gatheired from Ceylon. We have 
^ brOrize stath^tte Of a' Bodhisattva frdta AfItiridhiK’ 
thfr brohte image of 6;va Nataraja fro'd* Rdoir- 
n'ftf 0'«i?a (n'dW in theColbmb'o Musehm). We hate' a&o the 
bfcmiie ima^iof Suryd and of PSrvati as 'rt^fiil the bronze 
S^ted BrSddha, preserved in the' Colombo Museum'.^f ThB'ScfiiMiP 
cfh'.Mdfa' also affords a rich field fOf the brohie'fmagi^i dccdftHts’ 
of viflich* have bie€n brought together by liilr. 0. €.' Qaiig^Sy? iff 

Boafh InMi Iri 'J|«Vtf,* a ifeb 
hl 5 h#e liMgt oi Mihjtisri Vfhsl if' is ' 6d#in tW- 

httfcum'.^ ArfOthiSf* bfodite' ifdigd df‘ Beddla"1l&S* 

antf- defied' W 

(38) ind. Aat, Xlll is. 

(39) R. D, Baaerjl-Bangtar, Itihas I p. 281. 

( 4 0) A History of Fine Art in India and Ceylon, pp 

(41) IM pp. 248-258. 

(42) I6i<t p. 267. , ' ' , .JV- V ■" i ■ ■■ 


'-“I ‘ 


37 


dhBSanrer<sa a'e Buddhi ©iys‘. It is am ke^ iA* ' flit Mdsltoif at " 
the Bangiya Sahitya Parishat, Calcutta. It 
tion from which we learn that the wfiTS' didieated by 

Ahabamalla, It belongs to thtf (ju^a P 6 tito'.'^ Utohgei o» 
earth cannot endure the test of time and aSti dfcstroy^d in no 
time. At the present day, in Bengal, iifa‘dg€s td’te' iilrdi^shipped 
are generally made of earth. Images of wood also are not 
very common. The figures of JaganatRff,- Sobhadrft and 
Balarftma of the Puri temple are ahndally mddfe' of wood. The 
eS;tant images 'df Chaitafiya ate madis of Wdod. Th#e is 
oHbsti^h wood«ifrii4a|«B <MfCha!ta4'ya at Datalh^f itf €MS«f; 
aiA(5‘m’afty' iw NkWtMlpa iA Bengal. Of -wfood cartfftl^,- 
hS#* m ff 6 m tbc't^thple! ot Kffli in thtf Cfti'thba- 

vi^hicllr the fi|^¥®bt hva. an'd P»rva’ff, belotiging’fo' 

A. D. jiM. Iri" D&<^, IfengAt, thafffc are^sdtaW fiVb ^^•citfi^l*' 
of i&ageS.' Tlni l^kutifnl ikfagd’ of 

dbiffitef is ^id“ to haver been built of the tvddd which' ‘r^‘ 
nSi^nid'Aef maktnl; tte' image of Jaganatha of Puri, "fie’ 
^igkvhtT w?fh' eight hands and that of Baladeva o/ 
tffi'iifme place are made* of wood'^. In the Idabhajbhafata' 
it ii^ s^id that a‘n irdh im’agh* of Bhisma was smashed to pieces*’ 
hy thd old Dhytaristra.' do not know of other instandiS' 
of iih*dges' 6 f iron or oi lead. We hear ot a golden ima*g?\3f 
Buddha made by the -king Harsha, which was equal to the’ 
king in stature and was kept in a tower. loo feet high. There 
was a smaller image, 3 fort high, which was carried Irf |^b-^ 

ns*now turn to the measurehlemfs of Pral^m^ ''fia- 
ages may bd'diiiHded intd twff classes 
in general and partictfl^hb i^. The 

( 43 ) E. D. Banerji, Mngfcar 

(iM> Dhak&c Ittlias»<J. Bay), I, p." 
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ments of praiimSt in general are given here. They occur 

ill the following books 

(i) Bfhatsamhita. 

( 3 ) ViinudharmottarapurHi^ani. 

( 3 ) 6 ukraniti. 

(4) Matsyapnraljam. 

( 5 ) Agnipurflnam. 

(6) Mayasastram. 

( 6 ) Pratimfl-mana-laksanam. 

We shall here give the measurements of Ma^aMatra and 
FrcUttnarmanalaisanam, as those of other books are already 
weU-known to scholars. Measurements are given often in the 
unit of an anffuh. What is an annuli ? The MatsyapurSnam 
gives the following table of measurement: A particle' in 
the rays of the sun is a Trasarenu. Eight such renua make 
a v&ma, eight of which again make a Kkhya. Eight IMySa 
make one eight make one eight of which 
make one whguU.^ Almost a similar table is given bv 
yarfthamihira in his Brhataamhm : The particle which is seen 
in the rays of the son coming through the window is called 
parammu. Parammu. rajah, mUgra, yuha, yava and 

these should be increased eieht times * _ 


^ I AfiguB 

(*10 Matsys^uriusi^ oh. 2(58, s. 
(48) i^hatsainMti, oh. W, s. 


8 -,r V-’ fj’; w '^r c’' '•1 












39 

The ^ulcrwmii farther explains an wkgmla^ It sayi i An 
is one fourth of a mmti (the closed fist of a hand}*^^ 
When the Indian SilpaSatra$ speak of the measurements of an 
image, they speak in terms of a t&id, A PT(diM&^ for instance, 
may be of four, six, seven, eight, nine or ten tdhs. What, 
then, is a tala ? The ^^raniti lays down that the length 
of a idla is twelve arygtHasA^ Visnudharmottaram also says 
that the space covered by twelve angulas is called a taia. 
The same thing is repeated by Praiima-manalakianam, The 
Suhraniti also adds that the height of images varies from seven 
iaUs according to the custom of localities.-^ Again, it says 
that images are of ten tdUa in Satyayuga, of nine tdlm in 
Treta^ of eight idhs in Dwdpara and seven talas in KaliJ^ 
This injunction, however, is strictly followed neither by the 
writers of Indian 8ilpa$dstras nor by the Indian sculptors. In 
making images even in this hali age, they prescribe that the 
images should be of nine talas. The Matsyapur&^pm^l sup- 
ports this statement = when nt says that the images of gods, 
dSmavas and Mnmras should be of nine tdlas» MayaMitra in 
speaking of the measurements of images, says of nine talas 
for the images of gods. When an image is of nine talas, the 
measurement would come to io8 afigula^. The Vii^udharmo* 
ttaraip says : Oh king, the measurement of a Paima (type 
of man) is lOo aohgtdas^ increased by eight, according to the 
measure of his own a^gula. 

, We now proceed with the measurements of pratimds as 
given in MayaMSfram. In chapter. I of the MayaSaMram, 

(4? ) Snkraniti, ch. IV, sect. IV, s. 169. 

(48) im, 8. 170. 

' (my im, i* , 

(60) 184486-. 

(Si) eh. iSS8, s* 18. 


40 



.the measpremeDt of images of .nine talas, give 

-feere a free rendering of a part of the first chapter. It 
“The image shonld be divided into two parts, which again 
should he divided into two more parts. The last part should he 
divided into two .parts and the last again into three parts. 

That should consist of eight aftgulas, the half of ■vyhich 
should be the measurement of the head. Some maintain .that 
the end of hair is its one-fourth part. What is said akbojit 
.the neck (gm) is the best according to the nine 
jneasurementsi, 

In the excellent nine tala, the head shonld be of four 
angulas, the face (jwiuhha) twelve and the neck four ct^gulas. 

The length from the neck to the breast should be twelve 
a-hgulas, there should be the same length from the breast to 
the navel, as well as from navel to the end ( 4 ). 

" From the knee to the gulhM (ankle) it should be twenty- 
four anguUs, from the thigh to the ankle, it should be four 
angul^. In navataJa, this measurement of hundred and eight 
af^^las are spok'en of. ( 5 ). ® 

fpot is said to be of twelve aiigulas and the toe of 
fom (09^. (Jo) 

“ Whatever has been said of in nine tala, the first should 
aiigulas. From the end of the hair to the eye- 
brow, the length should be four amgulas. The nose should 
be known to be of as much ; as also the chin. M 


twepty* 
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four aiigulas and that between the breasts twelve aitgulas (to). 

“ The upper portion of the navel should be twelve angulas 
broad, and the waist twenty-four a<hgula8 broad. (i i), 

"The thigh should be (welve angulas broad and the knee 
eight anguUs. The breadth of the thigh should be the same, 
and that of gulhha its half. ( 1 2). 

“ The breadth of the toes should be six angulas. (13). 

" The length from the neck to the shoulder should be 
eight angulas, that from the shoulder to the elbow should be 
twenty-four nwpaZas, that from the elbow to the wrist of the 
hand ten angulas, and that from the wrist of the hand to the 
middle finger twelve angulas. (14). 

" The breadth of the root of the arm should be six angulas, 
that of the elbow is said to be five angulas , that of the wrist of 
the hand four angulas and that of the hand with fingers ex- 
tended six angulas. (15). 

Thus describing the measurements of gods in general, the 
writer of this HlpaSaStra then proceeds to speak about the mea- 
surements of the images of godesses. It is worthy to be noted 
that this section dealing with the measurements of female gods 
is wanting in many silpa books. The writer says,: — 

" The forehead (of the female gods) should be of three 
angulas, the distance from tlie neck to the breast, that from 

breast to the navel, that from the navel to the pelvis each 

should be twelve aihgulas. The breadth of the thigh is said to 
be twenty-four angulas. The thigh and the knee should be 
equal, and the gulpha should be three angulas. This is the 
measurement of goddesses as suggested by Visvakarman. (16). 

The leg should be one part, the thigh should be of six. 
The thigh and the knee should be equal ; the navel, the pelvis, 
the distance betw'een the breast and the neck — each should be 
of three, the neck of one, the face of three, the forehead of 
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one. This is said to be nine tala. This first distribution (of 
the measurement) is made by Trastra. (17). 

When the tip of the thumb is placed at the end of the 
breast, it is the attitude of giving ahhaya (protection) of the 
hand of the god. Eyes should be like the conch {samhha) and 
the disc {cahra). If the hand is on the waist, it is said to be 
the attitude of giving rmra (blessing). (18). 

Whatever would be the measurement of the images, its 
(platform) should be half its height. The fcinta (crown) 
should be designed in such a way as to be twice the measure- 
ment of the face. (19).®^ 

The writer of Maya^astram^ then goes to speak about the 
height of the images of goddesses. He quotes the opinion of 
many distinguished si^pacary as such as Mann, Trastra and 
others when he says that the height of the female god should 
reach up to the ear of tlifs male god. The writer lays down 
the following principle as regards the sight of the goddess. 
He says that if the siglit of the goddess be fixed from the 
middle of the breast to the knee, it is pleasant.^^ 

In Chapter II of May aiastr mi, smaller images are des- 
cribed. The smaller Images are generally family gods and are 
kept in the temples attached to the family-house. The writer 
says : in a temple attached to a house, the image should be 
of three and fifteen angtdas. The yajamdna should take his 
angula B.S the unit ol measuiement, and in small images the 
length and other things should be made out with yava. Of 
the mixed images, their measurement should be by mdna 
angula.^^ 

The writer then lays down some general principles when 
he says ; The image should certainly be made beautiful by the 
He then classifies the images: (i)The Image op to 

63 Haf a^astram, S . ■ 1—10. 

'4,. 63. MayaSilt japf h s.'30*, ^ ^ 

54 ' Miif Gk* Itf ^ 
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end of the arm is the best, ( 2 ) the one up to the breast is 
madhya and (3) the one up to the navel is the worst He 
gives some warning to the sculptors when he says ; one should 
avoid making the images of the crooked and of the dwarf 

We now turn to the incomplete Ms. of FraiMcikmmm 
r Untar'ii'i T ibravv which elves the following measure- 
ienrSSe image. ItVhould be Noticed that the measurement 
<^ivenbvthis Ms. are rather peculiar and as sucn deserve 
to be nrticed separately. It says-The face is to be one tala 
of twelve any^Us. The following are the characteristics of 

t\,^uttama,^nadhya. ^ndadUma fratimds 124 <x«5r«te 120 

a^auUs andn2cr«<?«/«a (in height). The haw should be of 
five angulas, the face of thirteen af^gulc^ (though in a previous 
line it is said to be twelve aoigidas) and the neck of five angttlas. 
The distance from the neck to the breast should be five angulas, 
and that from the breast to the navel same as the measure- 
ment of the face (Le.. twelve or thirteen angulas, other s^lpa 
books lav down twelve angulas). Again the distance from the 
navel to'pelvis should be the same. The thigh and the knee 
should be five angulas. The JamgU and p/ida also shou d be 
of five angulas. The fingers of the Fratma should be long. 
The breadth of the face is said to be eleven aiigulas, the fore- 
head of nine fcapZa of eight angulc0 and the ear of 

nine angulas. The length of the :arm should be known to be 
thirty-seven angid^as and the distance from one arrn to the 
other twenty-four The distance 

the other should be twenty-one angulas. The length of the 
belly should be sixteen anguUs. that of the thigh seven 
and the base of the thigh five angulas. Eyes should be equal 
in length and the distance from one eye to the other should be 
the same. The length the of the eye should be seven ywaas. 

About the fingers, the writer goes on to say that the palm 
of the hand should be of sixmguUs. The thumb - is said to 
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be four m^gulas long, the fore-finger five anguUs and a half, 
the middle finger six angulas and the little finger four angulas. 

Let us now turn to the interesting document of Pratima- 
-manorlaksanam, whose Tibetan version is still existing. In 
this work, measurements of images according to various 
talas have been given in detail. It should be noted that at the 
end of the Sanskrit version, all these various measurements 
have been summarised, These tables, however, are not in the 
Tibetan translation. The writer first mentions the measure- 
ment of images to nine tala, which amounts to io8 angulis or 
868 yavas, then according to astatah, which comes to 96 
angulis or 768 yams^ then according to §aitdla, which comes 
to J 2 angulis or S] 6 yavas, then accordingrio dasatala, which 
amounts to 120 angulis or 960 yavas, then according to sapta- 
tala, which comes to 84 angulis or 672 yavas and lastly ac- 
cording to catustdla, which amounts to 48 angulis or 384 
yavas. 

The measurements according to nine talas are given 
first, because they are most common. They are as follows : 
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Then we come to oMatala measurements amounting to 
96 angulia or 368 ymas. They are as follows 
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2. (face) ... 
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The measurements of six iaias of 72 
are as follows 

anguUs or 

576 yavaa 
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The measurements 

according 

to dasatala^ 

which 

images of Nara, Narayana, Rama, Indra and 
are given below 

others 

are made, 

1. 
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.... 

4 angulis. 

2. 

(face).... 
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(neck) 
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of images 

according to 

sataluffa 

Specially for the dwarfs amounting to 
are given below : 

84 angulis or 

672 yams 
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3 anguUs. 

2. 

i«r (faces) 

#**« 


12 

n 


3. ifiTfr (neck) 


S',: 


A. .... ' ■ 


.... 19 

n 



I 

y? 




■: v,:f» 

: c 7. m w 


.... 19 

n 

w 

00* 

■ 

: 3 

11 

9. 


.... 19 

11 

10. ^ 

.... 

1 

It 

11. .... 

.... 

2 

19 

12. .- 

.... 

5 

11 

13, ^ 


12 

ff 

14. vmg — • 

- .... 

.... 14 

19 

15. SKI 

■ :■•••* 

.... 10 

9t 

Lastly, the measurements 

according to catuetala 

given : 

1. f?[n:(head) 

.... 

1 anguli 

2. 3^ (face) 


.... 12 

11 

3. nWt (neck) 

.... 

1 

11 


.... 

.... 12 

11 
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n. qifwf 

12 . 

13. ^ 

14. jpiij 

is. *Rjr 

These measurements of images according to the different 
ala, we get from Prdtiim-nMna^la^sanarn. The sculptors 
were asked to follow these measurements in making images. 
Even at the present day. we find sculptors in Bengal Orissa 
and South India, who still follow the old rules and 1/ to keep 
up the old tradition. ^ ^ 



I 

8 

6 

8 

7 


fl 

JJ 



In the last chapter, we have dealt with PraUma^aJksaM 
(the theory of images) in general Let us now proceed to 
speak of pratimds in particular,* namely, Brahma, Visnu, Siva 
and other gods. The general principles of these particular 
gods are given in the Vismidharmottaram^ Matsya-purmam, 
Brhatsamhita, Sukraniti and other books. Instead of dealing 
with the theories relating to these particular gods, it is more 
profitable to turn to the actual specimens of these sculptures 
and to trace the beginning of the Hindu images. 

The origin of Buddhist images has been ably traced by 
the French Indologist M. Foucher. What is the beginning of 
the Hindu images ? Did they exist in the Vedic period ? This 
question has been answered by Professor A, A. Macdonelland 
others.®^ In the Vedic period, gods were not so numerous 
as they are now. They were only thirty-three in number and 
were the personifications of natural phenomena, such as, Sun, 
Wind, Fire and others. These gods were worshipped not in 
the temples as at the present day, but in the open air. There 
is no evidence in the Rig Veda to show that the images 
of these gods were made in the Vedic period. Some scholars, 
however, take the contrary opinion. I'here Is no doubt that 
the physical appearance of gods has been described in the 
Vedas. They are said to have face, arms, belly and feet like 
men. It is, however, doubtful whether the images of these 
gods were really made at that early age. It is admitted by 
scholars that divine images were produced from B. C. 500. 
Panini and Patanjali were familiar with the images of gods* 
Unfortunately, we have no remains of the Images of purely 

The History of Hiada Iconography by A. A. Mar donel! 

October 1020} also J- K. 1^18, B. Battacharya— Indian Images, I. 
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Hindu gods of such an early age. All the remains of Indian 
sculpture of remote antiquity belong to the Buddhist group. 
The pillars of Bharhut, of Sauchi, of Amaravatx or even the 
Gandhara images — -all are specimens of the Buddhist art and 
sculpture. The history of Indian art and sculpture begins with 
images and sculptures of Buddhistic origin. The first Indian 
image which was made by an Indian Sculptor was the image 
of Lord Buddha, modelled by a Gandhara artist. 

We cannot, therefore, place the beginning of the Hindu 
images in the pre-Buddhist period. No Hindu image of the 
pre-Buddhistic age has come down to us. After the gradual 
decline of the Buddhist glory, we find the making of the 
Hindu images in the Gupta period, which saw the revival of 
Hinduism. With the fall of Buddhism, the Ind.an kings 
began to encourage and patronise Hinduism, Thus arose the 
necessity of making images of Hindu gods and goddesses. 
The performance of the asvamedha sacrifice gave an impetus 
to the revival of Hinduism. Indian sculptors now began to 
make the images of Hindu gods and goddesses. 

What is the earliest extant specimen of Hindu images 
that has come down to us ? In this case the Kushan coins 



come to our rescue. In one of the coins of the Kushan king 
Kadphises 11 we find the image of the god Siva represented 
with two arms. Similarly, the coins of Kanishka also supply 
tts with the representation of the great god Siva. The coins of 
Kadphises II may be dated A. D. 50, Here we are on a firm 
ground from where we can proceed. We may thus assert 
that by the first century of the Christian Era, we have posi- 
tive proof of the representation of the Hindu god 6iva put into 
execution. This may be called the beginning cf Hindu 
images. Even in the Buddhist sculptures, we find some of the 
Hindu gods represented. These Hindu gods, such as Indra, 
Brahma and others occupy a low position in the Buddhist- 
^ They are, tiereforfe, ■ giveh , .a to the Bud 

' "y ‘ t I ^ ' 
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dWst sculpture inferior to Lord Buddha, With the decline 
and fall of Buddhism, the position of these Hindu gods totally 
changed. During the Hindu revival, these Hindu gods came 
to occupy a very high position in Indian Mythology and Indian 
Sculpture. Perhaps it was then that the Indian sculptors took 
as their ideals those figures already found in the Buddhist 
sculptures. In the Eharhut sculptures, which are assigned to 
the second century B.C., we get the figure of the goddess 
Laksmi, under the name of 8 irima devatd. We may take this 
figure of the goddess of Fortune as one of the earliest speci- 
mens of the Hindu divine image, though it is found among 
the Buddhist sculptures. Though Sirimd devatd ranks 
as a subordinate goddess in the Bharhut Sculptures, yet 
she should be recognised as the first prototype of the image 
of Laksmi^ the Hindu goddess of Fortune. It must, however, 
be observed that this goddess sin is not exactly in the same 
form as we find her in the later period of Hindu revival. She 
was still one of the forms of the goddess of Fortune prevailing 
at a period two hundred years before the birth of Christ. Again, 
in the Sanchi sculptures of almost the same period, we are 
fortunate in getting another representation of the goddess of 
Fortune, whicli is prevailing even in modern India. This is 
the form generally known as Oaja-Laksmt^ with the goddess 
Laksmi sitting on a lotus and two elephants from both sides 
pouring water over her with their trunks (c./. Fig, 46. p. 279, 
Rhys David's Buddhist India), When in the later ages, the 
Hindu Sculptors wanted to make the figure of the goddess 
Laksmi, the goddess of Fortune, they found a very convenient 
model in this Sanchi sculpture. It is, remarks Professor Rhys 
Davids, the oUlest instance of the most common representation 
of this popular goddess ; and figures of her, exactly in this 
form, can be bought to-day in the bazars of Northern India .^7 


57, BmadMst India, p* 217# 


This form became so very popular with the Hindu Sculptors, 
that not only do we find this figure representated in almost all 
the Hindu temples, but it found its way to the far-off Champa 
(Anam) and other Indian colonies abroad. There are other 
instances of Hindu gods occurring in the Buddhist sculptures. 
Let us take for example the figure of Kuvera. We find the 
figure of Fessavam Euvera, the King of the Yaksas and re- 
gent of the North, represented in the Bharhut sculptures.58 
The god Kuvera also comes in for a large number of repre- 
sentations in the Gandhara and Mathura schools. Besides 
Kuvera, the god Indra figures also among the sculptures of 
the Gandhara, Mathura and Sarnatha Schools. Here Indra 
comes in not as the supreme king of the gods, but as a god 
subordinate to Lord Buddha. We get a stiff and archaic 
representation of the famous visit of the god Indra to Lord 
Buddha, while he was sitting in the Indraktila cave in the 
Mathura School.®® The same scene, however, has been 
beautifully sculptured in the Gandhara School.&o From the 
artistic point of view, the figure of Indra in the Gandhara 
group is far superior to that of the Mathura School. Here 
we find Indra, a Hindu god occupying a subordinate position 
to Lord Buddha. Again, in the representation of the nativity 
of Lord Buddha as seen in the Gandhara sculpture, 6I we find 
on the left side of the picture the god Indra receiving the 
child Buddha and by his side stands the creator Brahma. The 
Buddhist sculptures help us in getting the representations 

of various Hindu gods and goddesses like Siri, Kuvera Indra 
Brahma and others. ’ ’ 

58. p 39* — — ^ 

Pig.®5L History cf Pine Art in India and Oaylon, p. 83, 

eo. Jjw, p 109^ Fig, 60 , 
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Thus we can trace the beginning of the Hindu images 
not from the Gupta period, which saw the revival of Hinduism, 
but from the Buddhist period, dating the second century B.C. 
when some of the Hindu gods and goddesses were already in 
existence. In the kushan coins, as pointed out, we first get 
the figure of the god Siva with two arms, which is followed 
by the figure of ^iva with four arms in the coins of the same 
royal dynasty. We also find the figure of the god Surya 
(Sun) in the kushan coins. This numismatic help leads us to 



push back the date of the existence of Hindu images even 
earlier. The coins of the Mitra Dynasty of Magadha (about 
lOO B.C. to too A.D.) give us strong evidence in this direction. 
The coins of the King Agnimitra give us the standing figure of 
the god Agni (fire). Thus the numismatic evidence coupled 
with the archeological evidence of the Buddhist period enables 
us to date the beginning of the Hindu images from the second 
century before the birth of Christ. Even if we do not take 
into consideration the appearance of Hindu gods in the Buddhist 
sculptures, the coins of the Mitra Dynasty help us to place the 
period of the commencement of the making of the Hindu gods 
in the first century B.C. 

The coins offer further interesting study. It is worthy to 
note that as early as second century A.D., we have not only 
the beginning of the multiplication of hands of the Hindu gods 
(as in the case of four armed Siva of kushan coins), but also 
that of heads. In the coin of Svami Brahmanya Yaudheya 
of the Yaudheya tribe (and century A.D.) we have the figures 
of the six-headed god {Mrtikeya) and of another six-headed 
goddess.62 xhis peculiar feature thus early found its way in 
Hindu sculpture. It is not, therefore, surprising that in the 
later period this practice of the multiplication of hands and heads 
would follow with great vigour. We have already spoken of 



the figure of the goddess Lai^smi in the Sanchi sculpture. In the 
coins of the Kings Samudragupta and Chandra. Gupta II, we 
get the figure of the throned Lahsmi with feet on lotus (about 
326-375 A.D.)68 

With the revival of Hinduism under the patronage of the 
Gupta Emperors, the actual image-making of the Hindu gods 
and goddesses began. Before the Gupta period, we have 
the instances of the Hindu gods in sculptures and coins. But 
images of Hindu gods perhaps began to be made in the Gupta 
period. No image of any Hindu gods, except in sculptures 
and coins, prior to the Gupta period has as yet come down to 
us. Though we can place the beginning of the Hindu images 
in the first and second centuries before the birth of Christ 
yet their images began to be made only in third and fourth 
centuries after the birth of Christ. In the Indian Museum, 
Calcutta, there is a beautiful group of the god Siva and his 
consort Parvati from Kosam in the Allahabad district. It dates 
from A.D. 458-459, Besides this, we have of this period the 
figure of Siva as MaMyogi and of Visnu on the snake Ananta 
in a temple at Deogarh in the jhansi district. There are other 
instances of the river goddesses in the Udayagiri hilhcavcs 
near Besnagar in the Bhopal State, at the TigawJ temple in 
the Jabbalpur district as well as on the tops of the jambs at the 
entrance to cave XXII at Ajanta .64 

This is the beginning of the image-making of the Hindu 
gods and goddesses dating from the Gupta period in the fourth 
century A.D. We have carried back the existence of the Hindu 
images even in the centuries before the Christian Era. The 
Buddhist sculptors set the example in the art of image making. 




which was followed by ■ the ' Hindu sculptors in the Gistpa 

period. 

The im pet as which the.' Hindu artists received from the 
kings and donors of both the Northern and Southern India 
went on unabated even in the Moslem period, though the rise 
of the Moslem art and sculpture affected the growth of the 
Hindu art and sculpture to a considerable extent. The Hindu 
period as well as the Pathan period saw the erection of numer 
ous temples and Hindu images not only in all the provinces of 
India, but also outside India in Siam, Champa, Cambodia, Java 
and other [daces. In Southern India, the beginning of temples 
and image-making of Hindu gods may be taken back to the 
age of Pallava Kings flourishing between the fourth and ninth 
..centuries of the . Chri<?ti.an Era, After the,. Pallavas, cam,e.„.t.h.e.. 
Chola kings, who greatly cncourged temple building and Image- 
making in Southern India. 66 After the fourth century A,D, 
the Indian colonies abroad received fresh batches of artists 
from the mainland of India who enriched the temples of the 
colonies with beautiful images of Brahma, Visnu, Siva and 
other gods and goddesses. The magnificience of Ankor Vat, 
the beautiful temples {chandi) of Java, statues of Siva, Parvati, 
Ganesa and other gods of Java, Champa and other places are 
the doing of Hindu Artists. 

65. H K. Sastxi-South Indian Images of Gods and Gddeases p 1-3. 



chapter vl 

Traditional Convention, 


From ancient times, Indian silfa has handed do\’^n asanas 
many traditional conventions, which can still be found in the 
images of tne prefent age. They have been so closely asso- 
ciated with Indian images that they now form part and parcel 
of the images. No artist would now mould his image without 
giving a proper place to these conventions. The Indian 
traditional conventions are nessary to give expression to the 
ideas of the sculptors. What is the function of the images ? 
They help the devotees in attaining yoga and meditation. The 
images, therefore, should be in a contemplative mood so that 
they can inspire the devotees with meditation. The postures 
in which the images are represented have different names in 
Indian Iconography. If we examine closely all the Indian 
images, Me shall find a variety of postures. The postures are 
mainly taken from the India yoga mstra^ which speaks of 
^several attitudes helpful for the purpose of meditation. It is 
said that 84 hundreds of thousands of dsana are spoken of by 
the god Siva, of which only 32 are mentioned as important 
in the Gheranda Samhiid.^^ They are : — 

1. Siddham (Perfect posture). 

2. Padmam (Lotus postures). 

3. Bhadram (Gentle posture). 

4. Muhtam (Free posture). 

5. Vajram (Adamant posture). 

6. Swasiiha (Prosperous posture). 

7. Sinham (Lion posture) 

8. Qomukha (Cow-month postme). 
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§. Vira (Heroie posture) * 

10. DMnur (Bow posture) • 

1 1 . Mficcm (Corpse posture). 

12. (Hidden posture). 

13. (Fish posture) 

14* Matsendra, 

15. Qorakm, 

16. Paschimottdna* 

17. Ut hatam (hazardous posture\ 

18. Sanhatarn (Dangerous posture 
i 9 » Maywram (Peacock posture), 

20. Kuhkutam (Cock posture). 

21. (Tortoise posture), 

22. Uttana MdndtJca. 

23. Uttana Kurmaham. 

24. Vrhsa (Tree posturs). 

25. Manduka (Frog posture). 

26. Qaruda (Eagle posture). 

27. (Bull posture). 

28. Salahha (Locust posture). 

29. Mahara (Dolphin posture). 

30. Ushtram (Camel posture). 

3 1 . Bhujangam (Snake posture). 

32. Toga. 

Of these thirty-two kinds of asanas known in our yogasi^ 
ira^ the following are generally observed in Indian images * 

I. Ihe Paimdsana^is thus described in the Gheram^a 
Samhitd : Place the right foot on the left thigh and similarly 
the left one on the right thigh, cross the hands behind the 
back and firmly catch hold of the great toes of feet as crossed. 
Place the chin on the ch^' and im Ihe gaze on the tip of the 
nc^e. This posture is^ called the Padmmafm (or Lotus pos 



In actual practice, we, however, find that the images 
fulfil only the first condition. In Iconography, a seat of padma 
(lotus) is also generally given to the images. 

2, Theyogmana^^SB-Js the Ghera^a 8 (^‘mhitd: *'Tmn 
the feet upwards, place them on the knees; then place the 
hands on the dsana with the palms turned upwards ; inspire, 
and fix the gaze on the tip of the nose. This is called the 
yoga posture/’' 

In Iconography, this yogdsana is also known as the dhyma 
posture Images of Lord Bhudda are often seen in this atti* 
tude. It is not a rare sight to find Buddha sitting merged in 
deep meditation. The best example of this kind of dhydni 
Buddha is found in the Sarnath School of Sculptiire. 

3, is thus described: one leg (the right 
foot) to be placed on the other (left) thigh, and the other foot 
to be turned backwards : This is called the Virdsmia (Hero- 
posture)/’ 


The is not generally found in Indian images. We 
have in its place what Is known as sukhdsma or happy posture 
in which the left foot is placed on the right thigh and the other 
foot is stretched downwards. This is also known as the ardh t* 
paryanha-postuve. 

4. The Swastihdeana — '' Drawing the legs and thighs 
together and placing the feet underneath them, keeping the 
body in its easy condition and sitting straight, constitute the 



posture called the mastikdsam,^' 

5, The Vajrdsam — ^is thus described : '' Make the 

thighs light like adamant and place the legs by the two sides. 
This is called the Vajrdsana'*^^. 

We should not confuse it with the Vajrasana of the 
Mahabodhi temple Gaya, on which the image of Buddha Is 

^ > 3. ; iW)' 8. ft. f laiit. 8, 0# p. $ 0 , 
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Besides these varioas kinds of asanas, another kind of 

M«dias. traditional convention in Indian mpa Is the madras. 

^ There are twenty.five kinds of madras according to 

le Yogamtra. We find them mentioned in the GheramU 
‘^amhtfa They are 

(1) . Mahamu<Ira. 

(2) . Nnhho-mudra. 

(3) ' Uddi3’ana. 

(4> Jaiandhara. 

(5) - Mulabandha. 

(6) . Mahabandha. 

Mahavedha. 

(8) . Khechari. 

(9) - Viparitakari. 

(10) . Yoni. 

(11) . Vajroni, 

(12) . 6aktichalani. 

(13) - Tadagi. 

(14) - Man^avi. 

(^5)" ^ambhavl. 

(16). Pancha-dharaija (Five dharanias). 

( 21 ) . Asvini. 

(22) . Pasint. 

^^(22!)y . ;Kakt 

: ■C25)» :£;;Bhajangim, v:; ■ i'^v’ T.-;: ; 

: , ! ; " however, do not find these madras in Indian images, 

, : ; r which show HS only two kinds of m$dras, namely, cdthaya and 
; Varada mudras. Fine specimen of these madras are found in 

i ^ itatoes of B«d(8ia of the Satnatb»> School, TW Oihaya 



mudril affords abh<tya or protection to the devotees with one 
hand of the image raised with the palm tunieJ outwards* 
While the varada. mudrd offers vara (boon) to the devotees 
with one hand hanging do v» n with the palm turned outwards. 
' May asdUr am describes both these mudrds as applied in the 
case of a god, when it says When the tip of the thumb is 
placed at the end of the breast, it is the attitude of ahhaya or 
protection of the god. If the hand is on the waist it is said to 
be the attitude of giving vara or boon/^ 

These attitudes are also described by Fratirnd-rndna’- 
lalcsanam. 

Ornameats * ‘ ' 

and For the decoration of the images vari- 

Decorations; ornamenls are used by the silpins. The 

modern artists in making the images follow the 
old Indian convention. These conventions have grown up 
with the culture and civilisation of India. Many con- 
ventions are borrowed, so to say, from Indian literature* 
We get these traditional rules in our Ms. Pratima-laksaiia and 
other books. It says that the thigh should be decorated with 
hetahi flowers and other auspicious signs. The arms should 
be decorated like the cloud. The neck will bear variotis marks 
of rekhds or lines and the face will be like the mndramandala 
(halo of the moon). The lips will have the decoration of a 



Prahdla, .The nose would be like a tila flower and the eyes 
like the petals of a lotus. 

The Ms. then proceeds on with the ornaments for images. 
It says — on the head of the fratimd would be a big crown of 
jewels (rai^na) and tlie head should have blue hair. There 
should be some ornatpent on the forehead, as well as a 
makaraku’ndala. The image should be adorned with the 
necklace (Wr£fc},, mnmtwir'i ft, sboi|iId,_,also have 

»»,* iwg. 
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$£tm. The praiimS shoald ■ have various kinds of bracelets: 
hdhulandha (for the arm), manihandha (for the wrist 
and Kankanarn. It should also have a ring^ a KatiauiTCL 
(a thread for the waist), yellow hdpdria and nufura for the 
toe. 1 he toe should be decorated with a ring of jewel. In 
the right hand, the image should have a cahra (disc) and in 
the other one a sanhha (conch). The fraUmd should be placed 
on a lotus. The image, thus described, seems to be that of 
the god Visnu with his sanhjia and cahrci* There should be 
round the neck both ratnci maid (the garland of jewels) and 
va%jciy(xmald. These are the lak;^ucis spoken of by the former 
dedryas. 

In a later work called Sahfdaya4%ld by Sri Rajauakaruy- 
yaka, we find seven kinds of ornaments for women spoken of. 
They are : — 

(0 ^ i%) 

i\) («) 

ms?! 

Rnina again is t)f 13 kinds : 


( 1 ) 

0) iWRWr 
(») 
it) 

(^) 

Ht^ma is of nine kinds ; 


(^a) 

(c) 

(%) 

(t®) 

(U) 

(U) Jwn® 


(0 siwisif 

i\) 


(») %>ni 


{«) 

(c) 



Again Batna-hemamaiia is of four kinds : 

(1) which inclades I 

(2) which includes sm? , srNtg^ i 

(3) which includes 3rflf?BT, | 

(4) which includes snssf, Tfife^5f5C n 

^Amsuk% is divided into four kinds : 

(1) =5^*1 (made of silk) (3) (silken cloth) 

(2) qinfa (made of cotton) (4) ^fiff (woolen cloth) 
Malja (garland) is of eight kinds ; 

(1) jrfssr 

(2) tfaa stretched on the side (6) 5^®.- 

(3) made of many flowers (7) 

(4) Be»iJi5l (8) taro 

Mwidanadravya includes pgtt ( musk ) 
(Saffron) (Sandal), (Camphor), iJ55,qs?|R| 
(powder), I®, awga, sjaa? (a red colour) 

Yojajta includes (1) a SKRf and (2) ?i:ajrr (hair- 
dressing) and (3) «rfeiT55^?sr I 

PraJdrna is of two kinds (1) spsi and (2) 

Janya includes (1) «W5t3 and (2) i 

Nivesya ieclndes (1) Durva (2) Asoka twig f3) Yava 






(1) (2) (3) %tir (4) an^ttjr i 

includes Ttundala and other ornaments of the ear. 
refers to angtida and other kinds of girdless. 

#ia| would include nupura and other ornaments, and 
WKltll would refer to the gold chain and other kinds a 
necklace. TO 

Bharata then goes on to mention other kinds of orna- 
ments. He says that the decoration of the head are e^mani 
and Muhuta (crown), for the ear KumUU, for the neck 
MuUamli, Harsaha and sutra (kind of necklace), for the 
finger, vatiU and angulimtdra (ring), for the upper arm 
heyura and angada, for the neck and breast trisdra and hara 

(necklace), for the waist Urala and sMraha (belt), for the body 
hanging jewel necklace and garland. 71 

This is what we know of the decorations and ornamants 
from Bharata’s Mtya&a&tra. If we study the specimens of 

(\ss) i ~ ~ 

sFsPTlJi ^ am II II 

atfbr^lg^ (?) n „ 

srlw ^ i 

ii 3^^ u 

II II 

IWf# ler , 

It ii 
i{ 3^® II 

TTF^gt I 






Indiam sculpture/ we shall find how many different ■ kinds of 
dress and ornaments the Indians used to wear. The Buddhist 
sculpture of Sanchi shows us that the Indians were in the habit 
of using turbans. Any Sanchi or Bharhut statue would show 
us the ornaments that were used by the male and female in the 
Buddhist age. In the Vedic period ‘ ornaments in the shape of 
necklets, earrings, anklets and bracelets were worn by both 
sexes and were usually made of gold.' From the Buddhist 
literature we learn that honourable crafts were ivory- working, 
weaving, jewellery and work in precious metals, (See— The 
Cambridge History of India, Vol. I, p. 207). 


CHAPTER VII. 


Vdatu-la^kaman. 

Another interesting branch of the Indian BilfaMitra is the 
science of ardiitecture (Fa#i«*S55fea). We have already 
referred to the existing mass of literature on this subject. 
Unfortunately, all the works written by Silfomryas have not 
come down to us. They have been destroyed by the cruel 
hand of destiny. We have, however, the names of these 
writers preserved in the Matsyapuranam. They are known as 
T^tustofpadesaha or instructors in the science of arehiteoture 
and are eighteen in number. These sages are ; (i) Bbfgo, 
(s) Atri, (3) Vasistha, (4) Visvakarman, (5) May^, (6) Nirada, 
(7) Nagnajit, ( 8 ) Vi^ala^aa, (9) Puran^ara, (10) Brahma, 
(41) Kumara, { 1 2) Nandisa, (13 Saunaka, (14) Garga, (15) 
Vasndev?, (16) Aniruddha, (17) 6ukra and (18 Byhaspati. 72 

Works of a few sages like Visvakarmah, Maya and o^ers 
are now existing. Fpow their work* W« can have an idea as 
to how far the soienoe of architecture of the Hindus had 
progressed. 

The Fasfwiolfrtt repa<«*«9t8 the la^sia soieaee building 
not only houses for ordinary PBBple, alp palaces, halls, 
stables, forts, treasury^pepma, ociancili>OOPf for l^ngS, as well 
as the laying out mfygm a*fd eitifa* 



How should the mip 
We get the answer In 
following order !— 73 

(1) The investigation of the suitable ti- 
ing the house (^sq;^) | 

(2) The fixing of suitable sites 

(3) The examination of soils (^1^) | 

(4) The performance of 
*^(5) Places for different 


in bnilding a house ? 

-V which lays down the 


sacrificial rites (^:) | 
rooms in buildings, 

(6) The levelHng up of the sites («K^) | 

(7) The placing of Samku ( | 

(8) The foimdations j ’ 

(9) Laying out works | 

(10) Sacrifice to gods ( | 

^ %ra»da. and open spaces in the building (^. 
(12) Foundation-stone la ying ceremony (>rfftSTO;) 74 

(73) The Indla« Silpasastras or Manual arts by Mr M 

■Iwar, B. A.,A.C. B, B C R v ^ 

. • . E., in \ edic Magazine, Aug, laa* p. 

{'® 8 ) I 

^ «qi?f Stqntif , 

TO I 

W: ^ . 
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About the proper time for botlding a house, the §ilpa texts 
like Viavaharmaprahasa^Tuhtihalpataru and others prescribe 
suitable rules. The Matsyapuranam^ 76 Ydetupraharanam also 
give certalo roles. The VUvakarmafraMsa holds that any 
one who makes a new house in the month of caitrd suffers 
from disease, in YMahha gets wealtth and jewels, in Jaidha 
gets death, in aaada servants, jewels, animals, in Srdvana 
friendship, in bhddra loss of friends, in dsmwi lighting, in 
Kdrtiha wealth and baddy, in margaMrsa the increase of 
wealth, in Paum the fear from thieves, in the month of mdghi 
j the fear from fire, in PMlgmici the increase of fortune.' ’ 77 

After selecting an auspicious moment for commencing the 
building, tht silpin should then proceed to the examination of 
the soil. The Vdstuvidyd lays down that the land which smells 
ghee is be^t suited for the Brahmins, which smells blood for 
the Ksatriyas, which smells rice for the Vaisyas and which 
smells wine for the sudars, 78 


(75) V, 82, s. 212. 

(76) Ch 258, s 2-5. 
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Another rule for setedting the vastu land is ; 

Sweet earth is for the Brahmins, 

Bitter earth for the Ksatriyas, 

Sour earth for the Vaisyas^ 

Pungent earth foi the Sodras, 79 

Thefif^fa writers alscr say what sites should be avoided 

They say : " Land at the side of a temple or in front of one, 
land forequented by devils and hobgoblins, land on the right 
side of a temple sacred to Kali, or land belonging to the high 
road, are not suitable for building-sites. Should, however, a 
man be so far lost to decency as to build upon such sites, bis 

wife and children shall die, his cattle and all that he has will 
perish, and, alone in the world, he will wander from place to 
place, a beggar living upon alms. 

The site of an old or ruined church (?), land in which 
snakes dwell, land upon which Pariahs resided, land upon 
which sages have resided hmmin 




These Four 
places are 
Brahma’s 
Sikanam. 


Guardian 

deities. 


In constructing temples great attention should be paid to 
the. gnomon, which is said to be "twelve fingers in length; 
three-fourths of which should be absorbed by the head (or the 
thickest part of the instrument), and the remaining one-fourth 
should taper oif to a point like a needle, the whole being turned 
in a lathi and resembling in shape a conch-shell,” 83 

Of the various kinds of temples, Manasdra describes the 
or -pyramidal Mtppfcg, A consists of from one 


m 


■i: 
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to twelve stories and may be boilt round, qiiadrangnlar or of 
six or eight sides. 

It is said that '' Vimamm are of three sorts, distingrashecl 
one from another by the principal materials of which they are 
formed, as suddha, pure ; mism, mixed ; and Sankirna^ 
anomalous. An edifice is called Suddha which is composed of 
but one kind of material, as stone, brick etc., and this is 
considered the best of all. Miera is that which is composed of 
two kinds of materials, as brick and stone, or stone and metals; 
and Sankirm is that which is composed of three or more 
kinds of materials, as timber, stone, brick, metal etc.” ^ 

The temples have different parts, of which our Mipa 
writers say : 

Temples consist of garhhagrha (the womb of the house), 
the antardla (the anti-temple), and the ardha mantapa (the 
front parties). The diameter of the whole length of the 
building, including the walls, is to be divided into four and a- 
half or six parts ; and the garhhagrha to take up two, two and 
a half, or three ; the antardla^ one and a-half or two ; and the 
ardha manti one or one and a-half,” 

Var5*hamihira in his Brhatsamhita lays down several rules 
relating to temples. He says ; 

“ Let the area of a temple always be divided 4nto sixty- 
four squares, while it is highly commendable to plan the 
middle door in one of the four cardinal points. 

** The height of any «emple must be twice its own width, 
and the flight of steps equal to a third part of the whole height 
(of the edifice). 


The adytum measures half the extent (of the whole,) and 
has its separate walls al! around. Its door jsoneTourth of 
the adytum in breadth and twice as high. 




" The side-frame of the door has a breadth of one-fourth 
of the altitnde ; like wise the threshold ; the thickness of both 

doorposts is commonly stated to be equal to one-fourth of the 
breadth. 

" A door with three, five, seven or nine-fold side-frames 
is much approved. At the lower end, as far as as the fourth 
part of the attitude of the doorpost, should be stationed the 
Statues of the two door-keepers. 

" Let the remaining part be ornamented with (sculptured) 
birds of good augury, Brlvfksa -figures, crosses, jars, couples, 
foliage, tendrils and goblins. 

" The idol, along with the seat (*, e., pedestal), ought to 
have a height equal to that ot the door, diminished by one- 

eighth, of which two-thirds are appropriated to the image and 
one-third to the seal,” ^>5 

According to the Indian Hil^caryas, there are twenty kinds 
of temples. They are enumerated thus s 

(0 Meru. (ii) Kunjara. 

(2) Mandara. (12) Gnharaja. 

(3) Kailasa, (13) Vrsa. 

(4) Vimana-figure (14) Hansa. 


(5) Nandana. (15) Sarvatobhadra. 



(6) Samudga. (16) Ghata. 

(7) Padma, (17) Sinha. 

(8) Garu^. (r8) Rotunda. 

{9) Nandin. (rg) Quadrangle, 

(10) Vardhana. (20) Octangle. 

All these different kinds of temples have been d^cribed 
by Varahamihira in his JSfAotaajnMfo. He Says ; 

(i) “ The Merit is sexangular, has twelve stories, variegat- 
ed windows, and four entrances. It is 32 cubits wide. 

(2) ** The Mmdar a is 30 cubits in extent, hasten ^reys 
and turrets, ■ 

i V ' " Shy# 
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( 3 ) " The Kailma, too, has turrets, and eight storeys ■ It 

( 4 ) “ The Vima^a is 21 cubits in extent, and has latticed 

windows. ■■ — 

_ ( 5 ) " The Namlma has six stories and sixteen cupolas ■ 

it measures 32 cubits. ’ 

( 6 ) " The Samudga (i. e. round box) is round. 

(7) "The Padma (i. e. lotus) has the shape of lotus 
measure eight cubits, has one spire and only one storey. 

(?"9) The and show the form of the sun- 
eagle, are 24 cubits wide, *must be constructed with seven 
storeys, and adorned with twenty cupolas. 

(10) " The Kunjara(ue. elephant) has a figure like an 

elephant’s back, and is sixteen cubits long, and broad at 
the bottom. 

(11) . ** The Guharaia likQwlst measures sixteen cubits. 
Both have a roof with three dormer windows, 

(12) . "The Vfsa (i.e., bull) has a single storey and one 
turret, is everywhere round, and measures twelve cubits, 

(13) - The Hcin$a has the form of a swan. 

(14) . The Qhata, being shaped like a water-jar, has an 

extension of eight cubits. ^ 

(15) . “The Sarvmtohhadra has four entrances, many 

summits, many beautiful dormer windows, and five storeys its 
extent being twenty-fiye cubits. ’ 

(16) . " The 8inha is a building with twelve angles and 

is covered by lions ,- It is eight cubits wide, ’ 

(17-20). " The four remaining, (namely. Rotunda, Quadr- 
angle, octangle and sixteen-angle) are dark (in the interior). 

Tht! Qaadrtogle has five cupolos (whereas the rest have one 
only).’’ 86 . 

BnfcWnaately, we donbt find instances of all th«e kin^ 

to T!»e 4 rt!KlOTpl«j„ 1.J1, 
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(i). The Orissan type, specially found in Orissa. 

(3 !. The Bengali type in Bengal. 

(3) . The Gujrati type in Gujrat, and 

(4) . The Dravidian or South Indian type. 

According to the ^ulcraniii, however, tlierc arc only six- 
teen kinds of temples. It says : 

"( The temples are) to be of the If r« or some ether of 
(he sixteen types ; to be beautiful, round, square or of some other 
mechanical form ; to have JIfaruiapas or h.alls, walls, go^uraa 
or central gates ; to Inve height twice or thrice the width, to 
haw good images inside made according to the prescribed 
tules, to have watsr at the foot and to be well painted or 
decorated.” 

We give below of these sixteen kinds of temples 
with their characteristics ; 


Height Width 

Domes. Stones. in in 

cubits, cubits. 


1. Meru 
3. Mandara 

■3. v Rk?amaitr ' 

Dyumapis;; .;'^v 

S: Chandrasekhaia... 

6. MalyavSn 

7. Parijatra 

8 . j^lhaiSisi’ 


1,000 

125 

I, coo 

1,000 

«75 

I 10 

875 

875 

766 


766 

766 

670 

84 

670 


586 

74 

586 

S86 

513 

65 

513 


449 

57 

449 


393 

50 

393 

393 


fST). B, K. S*xla»*4«lManitt, eh. IV. IV pjf. 
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Domes, 

Stones, 

ill 

cubits. 

Widlli 

in 

cob.ts. 

9 . 

Dliatcraan 

344 

44 

314 

344 

10. 

Padmakcsa 

301 

36 

3^1 

301 

ll. 

Puspahasa 

263 

32 

263 

263 . 

12 . 

6ikara 

230 

23 

230 

230 

13. 

Swastika 

201 

25 

201 

201 

14. 

Mahapadma 

176 

22 

176 

176 

15 - 

Padmakuta 

154 

19 

154 


16. 

Vijaya 

135 

17 

135 

135 

ss 


If we compare this list of temples as given by the sage 
iSfukra and the one in Brhatsamhitd^ we find only M.ru, 
MaTidara and Pe-dma {rmiiap'xdma) in common. 


The Suhraniti describes the Mem temple thus : " A 

Mera temple is that which has one thousand domes, has one 
hundred and twenty-five stories, is one thousand cubits wide 
and one thousand cubits high.'’ 

The temple should have a man-lapn or a hall which is to 
be adapted to each and one-fourth less than the temple in 
height. 

There is an Oriya ^ilpn Ms. called Bhivanapravesa, 
' which gives the names of several temples with their sketcfies. 
It belongs to &i'i Babaji MaharSnSj son of Govinda Maharana 
of Puri. The reading of this Ms, unfortunately is so corrupt 
^ l« 8 > 1 SMP. 167 '. 
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that it is next to impossible to restore the original version, So 
we are unable to restore all the names given in that Ms. We 
can make out only the following names ;—- 

(i) Mahameru. (6) 6;i Vatsa 


(1) Mahameru. 

(2) Mandara. 

(3) Kailasa 

(4) Bhadra. 

(5) Kesari 


(7) Nandi 
(S) Vr?a. 

(9) Hatnsa. 
( 10) Garu^a. 


(u) Laghu Vimana. 

The ground-plans of temples in North India are more 
rectangular. The Agd I'ur&m says that the ground plan of 
every building should have four equal sides. The ground- 
plan of ordinary buildings is described in the Baja-MMaMa 
of Raja Bhoja of Dhar 3 in(i ^ ilpa&ldram, a Hilpa teict from 
Orissa. In these books sixteen kinds of ground-plans are thus 
described : 

r . Ayata or oblong. 

3. Cafurasra or square. 

3. VrUa or circular. 

4. Bliadrdsana or oblong, with a rectangular court-yard 
in the middle. 

5. Cakra, or disc-shaped. 

6. Vi$imavaliu^ linear or long and narrow with two 
unequal wings. 

7. Tn'/cowa or triangular. 

8. iJok .'pkrii or cart-shaped or quadrangular, with a 
long triangular projection on one side. 

9. Dait'Ia or staffrlike or long and narrrow like a 
barrack. 

10. Pa!ia»3»r7is//ii3* or quidrangdar, with the opposite 
sides hallow-arched, or concave like the mouth of the musical 
ipstrument called $amm. 




1 1 . Like the mesical in$trument muraja. 

12 . Vrhmmuhka or wide-fronted. 

^^ 3 - Vyajana or heart-shaped like a palm-leif fan. 

14. or circular with five projections like a 

tortoise with its four projecting feet and head. 

1:5. Dhmuli or arched like a bow, and 

16, Sitrp% or horse-shoe-shaped like the winnowing 

fan. 

The ^ilp^ilsfrzm from orissa gives the list in a different 
manner. We may compare these two lists with profit : 


1. Ayata 

2. Caturasra 

3. Vrtta 

4. Bhadrasana , 

5. Cakra 

6. Visamavahu . 

7. Trikona 

8* 6akatakrti , 
9. Daiuja 

10. Parava 

11. Muraja 

12. Vfhanmukha 

13. Vyajana 

14. Kurmarupa 

1 5. Dhanuh 


16. Surpa 


SUpa^asiram, 

Ayata 

Caturasra. 

Chattra (Umbrella-like). 
Bhadrasana. 

Cakra. 

Visamavahu 

Trikona, 

Bakatakrti. 

Damja. 

Prana va. 

Murli. 

Grhada. 

Vyajana. 

Kurmaka. 

Dhanurakara. 

Suryaka 90 




S/ 


About the merits of all these different kinds of houses it is 
said in the EajamManda: 

•‘The- oblong insures success everywhere; the square 
, brings in money; the circular promotes health and prosperity; 
th «5 reot^ngulat- wlth,;^ court yard ^ fulfils aj|^ desires; the 
'• WdOfAi fliis.By 3S| SiTi. Milrst VoL I* ^ “§4^ 



lop^tted^irlieel causes poiferty and the unequal-winged bereave- 
ment,; the triangular makes the owner a king, and the cart- 
^.shaped leads. .to loss ;or w Cattle die away !!■ the plan 

be staff-like, and vision . is lost by the panava shape. The 
muraja shape causes the death of the owner^s wife ; the wide- 
front, loss of wealth ; and the fan-shape, loss of situation. 
The tortoise leads to theft, so decs the bcw-diape , while the 
horse-shoe form causes loss of weaith/’^^l 

I he Vasfu aosira also deals with the laying out of villages 
and towns, Aboutthe villages, the Vdsfuiastra lays down: 
** The village site should be divided into seven, eight or nine 
equal parts, both in length and breadth. The central portion 
is called Brahma ; those adjoining it Daiva ; those adjoining 
daim^ Mdiima and the outside onts are called PaUdea. The 
Brahmin caste should live in the Brahma aid Bairn parts and 
the aitisans or labourers and non^dwija castes should live in the, 
PaUam part. 

Outside the village site on the south should be the sheds 
for the cattle, on the north should be (lower gardens, on the 
east should be horses etc., and soldiers and on the %yest the 
residences of austere persons. Inside the village site merchants 
should live in the south and labourers should be close to them. 
The quarters of brick-makers should be in the east or north 
and near them should live barbers and such other artisans 
engaged in various crafts. In the north-west the quarters of 
fishermen should be situated. In the %ve5t should be the 
quarters of men engaged in the trade of flesh. The quartern 
of oilmen should be situated in the north. All parts of the 
town should be supplied wdth water by means of cisterns, 
wells etc, 

In a town wh!ch_ ajl the four clasres of people live, 
the king should, haw his own residence %ylth it's fact" 'towards 

'(SI)' ' ' XbdoAtyu. VO, I. 'S6-S6 alto £ i^inu 


or north. On the north-ena of the king’, palace 
should live eearje, pinhUa and the minhtars with fsrcrejl 
p uce, or r„e and rvater. On the «„.,„ea,t ahonlj hH^ 

for^ret ' 


" Beyond this on the east side should be the Ksatriya 
and the principal artisans etc, dealing in perfumes, flowers 
corns, and(liqu.ds} juice extracts. In the south-east quarters 
should be situated house of the dealers in pots, (money-Iendine) 
accounts ,.e.b.anks and shops of various products or articles 
In the south-west part should be situated the store-house and 
arsenals of arms.. Beyond these on the south should be the 
residential portion of the citizens, dealers in corn, dealers in 
manufactured articles, and heads of soldiers and police dealers 
in confectionary, liquors and flash, the residence of harlots and 
dancing girls and Vaijyas.”02. 
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CHAPTER Yllh 

The new scIvdoI of indian Art under the guidance of 
Dr, Abanindra Nath Tagore tries to revive the old syjftem 
of Indian painting. They seek their inspiration from the 
specimens of Indian painting as preserved in Ajanta and 
Bagh paintings. 

It is asserted by some European scholars that there is no 
text in India about painting. This is far from the truth. 
In Fffni/d/iarmof/aram we have a few chapters dealing with 
the science of painting, so also in ^'ilpctrainam. The l ibetan 
%'ersicn cf Citralcl’scncm is also well known. 

About the origin of the science of painting, we get the 

following storv in Ci^ralalxsanam % In olden 
Origia of Painting. , " . i . ‘ ‘ 

days the;c was a pious king named Bhayaj.t. 

Under him, all the subjects were happy and prosperous. 

Once a Brahmin came to him crying — ** Oh king, there 

is certainly sin in your kingdom, or why my young son 

will die untimely? F lease get my son back from the 

other world/* The King accordingly demanded the return 

of the Brahmin son from the god Yamz^ on whose refusal 

a fight ensued. Yama was defeated. Then came Irahma, 

the creator, who told the king; ** Life and death fellow 

karma. Yama has nothing to do with them. You rather 

draw a picture of the Brahmin son/* The king did so., 

rrahma put life to that picture and told the king: *'As 

you have conquered the Nagna fteim (naked ghosts) you 

will be, henceforth, known as you could 'draw' 

this picture of the Brahmin son only through my grace. This 

it the first picture in this world. You go tO' the dlviiie 


Visvakarman, who will teach yoti ever3rtliing regarding 
eitravidyaj' 

Thus, according to cUralaJeaantm, the science of painting 
(citramdya) arose in this world. We, however, get a different 
story in VianuHiar/nMimm S3 as to the origin of this science, 
^The rules of citn were evolved by the sage Narayaija for the 
good of the world. It is said by the sage Mirkan^leya : The 
•two sages Nara and Nirayana were engaged in penance at 
their hermitage of Vadari. While they were thus engaged 
in practising penances, the apsawsis came to cause Iiintirance 
to their penances. Roaming amorously and culling flowers 
they were seen by Nitrayana, who could e.asily discern their 
purpose. Taking the juice of a mango tree, which excites 
amour, he created the auspicioua nymph with charming limbs 
by making a picture of her. The damsel, be-iutifolly drawn, 
created through painting, in that very moment was endowed 
with large eyes. No god less, no gmihurvi, no w'Je of an 
asura and no nS,gi damsel, no woman like her avas (to be 
found* in the three worlds. Having seen her, all the ten 
apsarasas went away in shame. H 

It is therefore, said that the great sage Nirayaiaa for 
deceiving the apsarosas, created the most beautiful woman 
taking the juice of a mango tree. By means of the 
science of oUrct she was endowed with beautiful form and 
became the best apeird. The great sage having thus created 
(jjhft. art of) oitra, with its rules, made the immovable 
vi^yakarman apprehend it. 85 

. Thus we get two different versions as to the origin of 
One version ascribes the origin to Nagnajit, 
Ijrfj^Jje other one to the sage Nariyan'^. Whoever may be 



the originator ot this science, there seems to be no doubt that 
the science of painting was already prevalent in the Buddhist 
period. The king Prasenajit could boast of a picture gallery 
where the Bhikkhunis were forbidden to go. 

The earliest instance of Indian painting is found on the 
fresco in the Jogimara cave of the Ramgarh hill within the 
confines of the Surguja State Dr. Bloch visited this cave 
in 1904 and assigned the fresco to the third century B. C. 
on the basis of a short inscription in Brahmi character, which 
is said to be contemporary with the fresco. Sir John Marshall, 
however, puts it to the first century of the Christian era. 
The painting of this cave is not clearly visible. Unless one 
looks carefully, one sees only a few crude paintings. On closer 
examination a few drawings with no colour can be seen. 
Evidently, says Sir John Marshell, the fresco has been repainted 
and added to by some untutoured hand at a time when most of 
its colouring had faded, and these few linear drawings are all 
that is left of the original work. It is. therefore, suggested 
that this fresco appertains to the early school .98 

We may place the paintings of the caves 9 and 10 of 
Ajanta fb A. D. too, 97 These are the earliest examples . 
of hidian painting. 

The Indian literature speaks of sixty-four halos or fine 
arts. Of these halos, the science of eitra or painting occupies 
a prominent place. In his Kamasufra V»tsy 5 yana gives 
the fourth place. It is, however, maintained in the 
that the science of painting occupies the 
fir^'pl^ce among tJie fine arts and can give even diarma, 
mhm. In whatever house a picture is placed, 
it‘fen^ ioeid to that fouse. 98 
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According to the Indian Silpacarya$i there are four 



classes of painting, namely : — ■ 

(1) Satyam or true to life, in an oblong frame. 

(2) Vainiham or picture with less grandure in a square 
frame, 

(3) Ndgaram or of the citizen, in a round frame. 

(4) Mi^ram or mixed. 

These types are thus described in the Vi^nudharmotharam^^. 
r, whatever painting (bears) a resemblance to this earth, 
with proper proportion tall in height, with a nice body, 
round and beautiful is called Sdtycim. II. That is called 
Vainikam which is rich in the display of postures, maintaing 
strict proportions, placed in an exactly square field, not 
phlegmatic, not (very) long and well finished, HI That 
painting should be known as ndgaram, which is round, with 
firm and well developed limbs with scanty garlands and 
ornaments. IV. (Oh) best of men the misram derived its 
name from being composed (of the three categones).100 

As in Indian literature, so also in painting, there are said 
to be nine kinds of rasa or sentiments* They are 

(1) Srngdra or erotic, (6) Bhaydnaka (fearful), 

(2) Edsija or laugh-exciting. (7) Bibhatsa (loathsome). 

(3) Zarww or pathetic. (8) Adbhuta {strange). 

(4} Vtra or heroic (q) Santa (peaceful). 

(5) Raudra or furious. 

It is the fashion now a days to keep pictures depicting all 
these sentiments in the house. But our Hl^dcdryas lay down 
that pictures of all these rasas should not be kept in the 
house. It is laid down by the Hlpa writers : ** Pictures to 

embellish homes should belong to Srngdra, hdsya and Mnta 
The ^ rest should never be used (in the house) of 
Part III, ch, 41 , 14 * . . „ , 


anyone.” It is different, however, with the palace of a Idng 
or the temple of a god, where pictures representing ail the 
nine kinds of sentiments (rasa) may be kept. According to 
the Jifpa texts : “Except in assembly (halls) of kings and 
in temples, the inauspicious, (as for instance) bulls with horns 
(immersed) in the sea, and men with their hands sticking out 
of the sea, whilst their body is bent under water, men with 
ugly features, or those inflicted by sorrow due to death and 
pity, war and the burning ground, should never be depicted.’* 

What are the defects of a painting according to the 
Indian aoaryas? The Indian Mlfa writer- 
DrfMt* of a citra. that ‘ indistinct, uneven and inartic 


nlate delineation, representation of the human figure with 
lips too thick, eyes and testicles too big, and unrestrained in 
its movements and actions, such are the defects of a painting 
(«M-’ They also maintain that weakness or thickness of 
delineation, want of articulation, improper juxtaposition o 
colours are also said to be defects of painting. 

What, then, are the good qualities of a painting from 
the Indian point of view? They are said 
Good qualities of Jq jje sweetness, variety, spaciousness of the 
back-ground, proportionate to the position of 
the figure, similarity to what is seen in nature and minute 
execution. The also says : ‘ Proper position 

proportion and spacing, gracefulness and articulation resembl- 

tnce. decrease and increase these are the eight good qualities 
ef painting.’ 

The modern writers on Indian Painting often refer to the 
six main canons which the Indian artists 
SIX ttmha of used to follow. Those six main canons of 
indiau Parting, painting are known as sa4a^a or 

a* UmU of M.. PiUoHog. Thl. 



lajd down that the artiste ahpald pay special 
attention to the six main points which constitute the Sa^ga 
of painting. He enumerates them thus : 

W^t SRMTI^ I 

^ II 

Dr. Abanindra Nath Tagore translates the SadaAga or 

Six Limbs thus ; * ' 

(1) iZwpa&Aeda— -or the knowledge of appearances. 

( 2 ) Pramdnam— or correct perception, measure and 
structure. 

(3) or action of feelings on forms, 

(4) infusion of grace, artistic 
representation. 

(5} Sddr§yam~ov similitude^ 

(6) Varnihabhanga {hhda ?)*^or Artistic manner of 
using the brush and colours. 

These six canons constitute the main principles of Indian 
Art. They were followed strictly by the Buddhist artists. 

It shows how the ancient indians studied tins branch of science 
careft^ly. The Orst of these cumns, Rupalheda, indicates 
the study of nature, knowledge of the figure, landscape and 
architecture. The second canon, Pramamm, refers to 
anatomy and proportion. The third, BUva, 'points to the 
effect of feelings on the forms. The fourth canon, L&mhya. 
tries to infuse grace and beantv to the ficrnr* Tiil 
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tills Th«^ Cliiii«e niiglit 

have borrowed the canons from India. 

In the Sanskrit literature we find several refer^n<^e%to the 
art of painting. The kings were very fond of painting. 
In Kalidasa's drama Sahmdoi^la we find the king Dusmanta 
making a picture of /^akuntal& himself as it was becoming 
too much for . him to b^ar the separation of i^akuntaiil. In 
Bhavabhuti^s drama JJttarard,mi>carita we find Laksmana show- 
ing the pictures of the past lives of RSmapind Siti to keep 
Sit& in good hun^onr. From ^riharsa’s dc^riptipn , know 
that Damayanti hearing of Nala had the pictures of iSfala and 
herself painted on the wall. 

As regards colouring, the Vimudharmottaram says that 

the primary colours are of five kinds 
CoiomriiaPaltoag* . , * t ^ 

namely, white, yellow, of the colour of the 

emblic myrobalan, black and blue. But the sagO Bharata 
in his MtyaBstra speaks only of four primary colours z nta 
(white), mta (blue), fUa (yellow) and rahta (red). It is for the 
artist to mix these primary colours. The sage Mftrkan^eya 
say$ that if the^^ blues arc transformed a great deal, green 
colour is produced^ It is either pure, with an admixture of 
white, or blue-predominating. One or more of these shades 
are used as it is suitable to the special painting. Thus beau- 
tiful paintings should be made yellowish like the durm 
sprouts, green like the wood apple and dark like the kidney- 
bean. Blue tinged with yellowish-white becornes changed 
lit" cojotix and’ of various , kinds , according as either., of, the 
two (constituents) Is present in greater or, smaller, degree 
or in equal parts. For that reason the bluelotusweplour 
{idhtpilan^ha) .appear? beautiful, when, partly shadecf dark 
like the ma$a. By proper selection and distribution of colours 
paintings become’’ dclI^htfOr!.^^ 

(101) Percy lirown^^Iudiau Painting, p. 21.' 

(102) fh® \ 
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Bharata in his NaiyaSaatra speaks also of the combination 
of the four primary colours. He says ; 

ftorTOT^r: ’PRi} II ^o II 

^JTTtgr srpit i 

3frq% n n 

•fl<!4iT|>'(:l*il<li4|k'W'*f«fT ?rnTi5rPI% I 



The combination of the white and yellow colours produces 
faydu (yellowish white) colour, that of white and red produces 
podma colour, that of white and blue produces Kdpota fgrey) 
colour, that of yellow and blue produces the hariia (green) 
colour, that of blue and red produces the Kdsaya (reddish) 
colour and that of red and yellow is known as the gaum 
(yellowish) colour.lO* 

Indian paintings were sometime executed on walls or 

01a.,..ofi«iatiag. f>^“coes in the Ajantft or Bfigh caves, or 
on board or on canvas. When a picture 
is on canvas or board, it is known as Fata. In Paneadait we 
read how a picture on Fata should be made. We are told of 
its four stages: (i) Fhauta — ^to be washed, ( 2 ) Ghattita-^ 
rubbing with rice (3) Zauj’eMfa— decorating it with the help 
of ink and (4) Bantifa— painting it with proper colours.104 

/ &ryamanjummillahalva 

(pubUshed in the Trivandrum Sanskrit Series) we get a 

_ r ^ A » t TTt Jt ^ ' m „ “ 


II \ II 

It ^ It 




It says : ^ ^ ^ \\ 

^ ii 
=^[re^ I 

fill ^ ^ li II 

1 # I 

arra^ ^ it II 

ton% 5r^ =^iiqfiq% i 

"mmi 


A picture (fata) should be painted on a new white cloth, 
having fringes. It should be two hands long and one band 
broad. It may be on (i) cloth (2) aiasya and (3) bark of 
the tree, which must be pure and devoid of any string. It 
should be painted on a cloth %vhich is not silken and on ether 
things which has been welhdescribed. 

It has been asserted by many European scholars .that there 
is no Silpasdstra existing in India. We have shown how 
such a statement is far from the truth. A vast literature 
regarding fifiZpa has already been unearthed by scholars like 
M.M.T. Ganapati Sastri and others. Many other works are 
i^ill existing in manuscripts and remain only to be brought 
to light fay enthusiast scholars. Many others have falloft 
victim to white ants and fire. 





CHAPTER iX. 

Coiiiribtition of Indian Art. 

We have spoken here of the main principles of Indian 
VSjitwidya (the science of architecture), pratimalakfanam 
(the theory of sculpture) and (the science of paint 

ing). It is fortunate that these principles have be^en ptit into 



execution by the Indian artists in various examples: of Indian 
monuments which are found scattered all over India? It is a 
significant fact that these principles found their way also in 
the Greater India. The vast pyramidal temple of Bdrdbudor, 
the magnificient remains of Angkor Vat, the rich men^teries 
of Burma and Siam— all point to the spread of In^^ Art 
abroad. The Buddhist images of Java, China, Siam and 
Burma, the statues of Hindu gods, specially of Ganesa, Sivk 
and’others— all are the examples of Indian art abroad. 

The extant monuments of Indian architecture and 
sculpture donot go beyond the age of Asoka, the Mawya 
Emperor. It is surprising how Indian sculpture and archftec- 
bire flourished all on a sudden in the third century before 
Christ. The excellence of execution of the monuments M the 
Maurya period betrays the .sdstence of a pre-Asokan School 
(A Arti or else it would not have been possible for Indian Art 
to make such notable progress hi the very period of its birth 
There are vwy tew monuments anterior to the ^Maurya 
Thfe mly exception wMch ean be traced back fco the 
Vedic Age Is the well-known moun&^t Lamfya Sfandangirh 
iu Bihar. These mounds were opened by Dr. Bloch, who iden- 
tified them with the gimSana or the burial mounds of th^ 
Vedic period. Dr. Bloch placed them in the seventh ' 
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Of the Asokan period we have~the remains of a pillared 
hall at Patna, a group of rock-cut shrines in the Barabar 
hills in Bihar, a small monolithic rail at Sarnath, stupas 
of Sanchi and Sarnath, various pillars and three statues, 
two of which are in the Calcutta Museum and the Parkham 
statue at Mathura. 

The Sarnath Capital has been described as the product 
of the most developed art of which the world was cognisant 
in the third century B. C.—the handiwork of one who had 
generations of artistic effort and experience behind him/ 

Ddrlnor the second century B. C., when the 6unga» were 
supreme in Northern India, we have the notable Buddhist 
sfupa at Bhllrhut in Central India. It was discovered by Sir 
Alexandar Cunningham in 1873 and the remains have since 
then been deposited in the Calrulta Museum. The gate (iorana) 
and the railing all round are richly sculptured with the Jatahd 
scenes or the storv of the dream of Mayil, or of Jetavana. 

Along with this we mu ’it take into consideration the 
well-known railing at Buddha Gaya and the famous gateways 
of Sanchi. The main interest of Sanchi centres round the 
Great with its four gateways, which are also richly 

sculptured with fStaka scenes. Tn the execution of these 
sculptural wo’*ks, many hands had to be employed, so the style 
could not be uniform, * yet there is none of the clumsy, im- 
mature workmanship here which we noticed in the inferior 
carvings of the balustrade round the smaller stupa and at 
Buddha Gaya/ 

In Western India, we have many examples of cjiaitya 
halls, namely, those at Kondilne, PltalkhorS, Ajanta, 

Bedsi, Nisik'and Kirli. The chaitya hall of Kirll is 'the best 
and finest of all. 





The Gupta Age is the glorious period in the history of 
Indian Art. It saw the rise of the Sarnath School, which 
produced many beautiful images of Buddha, 

The history of Indian Architecture can also be read in 
magnificient temples of Bhuvanesvara, Puri, and also of 
Southern India with Oopuras and of Bengal. 

The science of. Painting also saw its development in the 
beautiful paintings of Ajanta, and Bagh caves. These are the 
contributions which Indian Art has made to the development 
of Indian culture and civilisation. 
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5Tr?^ crr^r %?n ?rsir ii \» H 

^ 3^?pfpr?aior I 

^<t?=3- ?rr53n'?njft H « » 

<5piprrc*Tn: iT^E.3W^5rn5?fT3«i?Pt^ i 



* From Maymastu with Tdv^gu motes, T^uhiished by V. Bama 
(Swamy Sastrulu & S«wis, Madras I IW'6) 
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DESCRIPTION OF 


( i ) Pratima-Laksana-Vidhanam 

(ii) Prat!ma-mana— laksanam 

( iii ) Samyak>5ambuddha-bhas!ta- 

Pratima-laksanam 





( w ) 

I. Pratima-Laksanax-Vidhanam. 

This Ms. belongs to the Visvabharati Library 
(No. 1086). It is written on palm-leaves in Malayalara 
character. There are 94 folios containing the text 
and in each page there are seven to eight lines. The 
sizeis I5"x ■■ ■ 

The text contains Silpaiastra as is clear from the 
contents given in the colophone. At the end of every 
chapter, there is written i^Tnf!I^...exeept in 

the last. Neither the name of the copyist, nor any 
date is given. 

The colophon of contents is this ; — 

(Page is referred to) 

: ? • . .... ... : 

^ 

U 

gff ig g r g 

.. . ... ■■ . 

■ 



,v. 



Here the colophon suddenly stops. Next comes 
a blank leaf, after which begins the text with ?sfi[ in the 
left margin : — 


After this text is a blank leaf. Then follow four 
other written folios which begin thus 


Some leaves of . this text are. certainly missing as 
the first line begins with the middle, of a letter in the 
middle of a sentence, thus.: — 


This part of the Ms. seems to deal with the rules 
about temples, because at the end of the chapter we 
have: . . 


After this begins the chapter on 
?wm from which we quote a few lines : — 



- ii] 

552iTti;f|[?rnT 3En%Jii[?[^ i 

cc^prg srr^ ^ Wi: ii 

^TT^srTcWJTR ^5Tig[^ ^nRRjfrT ^TR^: I 
^%JTf%^?fir 5TRT f%^,% «rRinr =5f ii 
¥nii=«ria« finir^^rafTR i 

5K3?rrs55r ^5 {%^Fr^ ti 

^ilirw?Tr!p!Ts \ 

^ JTTW 51^;;^ j^i^j^^jq - 11 

I 


w^5Eit»j% 55®n?; 11 
'T^rfipiRrii gRisc??: Ill# i 
JTTW^nTF# fin#!# If 






jsy ' f Tf ' «i"Xi!!!i' ' nsF TSirf xyr ' i ' Ti" ryjr T!r <g 3Yra *sT53* vranar IS 

^ wi^n# f^'4# 3Pr#si: B 

OT^SRPrt f%l: II 



^ • f T st g ' Tf^gr^sr ^wfi^ERiWRcri 1 

%3nTJrRrr grcRjrr^r gTfJTJTMr iWr# ii 

irraWpjrf 1 1 

fsg#qRT 5=i#r##i3p^R:fir|; 11 
ffir f#!R’sn!^ 


( 1=^ ) 


II. Ms. of Pratima-mana-Iaksanam. 

A copy of this Ms. has been presented to the 
Visvabharati Library by the Nepal Durbar. Its 
Tibetan translation also exists. It begins thus : — ■ 

II 

#i«^saii|r-ss!i5r \ 

^ srflwniRW’inL n 

It ends thus t— 



?IST JT^cUfTT I 
Tr#T^ II 
^f#gK: WmiW 


III. Ms. of Samyak-Sambuddha-bhasita- 
Pratima laksanam. 

This Ms. is also from Nepal. Its Tibetan trans- 
lation also exists. It begins thus : — 

5T^f:g:t?ni 

Its ends thus ; — 

^ 5r T rT gi% g^gnpgr i 

siTvil ^ 5rt*=^ 5T il 

iTiyjira^or II 


'TO V; ■ 

PRINCIPLES OF -INDIAN SILPA SASTRA. 


A 


Abhaya 

69 

Agni 

63 

Agnipurawm 

10 

Ajania 

64 

Aifnaravati 

36 

Ananta 

54 

Angula 

41 

Anhor Vat 

■65- 

Anatha pindada 

4 

Apt 

1, IS, 3, IS 

Artist^ Indian 

m 

Asoka 

3, 4, 36, 69 

Asvini 

59 

Anir^wMha 

66 

AM*i 

66 

Amna^ 

57 

A Varyas 

61 

Amsuka 

63 

Aniarala 

70 

B 


Bagh 

33 

Bmgal 

48 

Bmgali type 

73 

Mharhnt 

3, 31, 64 

Modh Oaya 

17, 59 

Brhat Samhiia 

10, 71 

Ik%tish Mmewm 

36 

Bvddha 

6, 36, 58 

Bh%i,jangam 

67 


Bkujangini 

"'i9 

Bahubandha 

6i 

Skardta 

w-es 

Shrgu 

7':: ': 'M 

Brhaspati 

'65 

Brahmins 

'67, 68 

Brdhrkd 

65,68 

Buddhist liievatuTe 

64 

0 

Cambridge History of Indrn 

64 

Champa 

S3 

China 


dim 

18 

Ciirasutra 

8 

Chandrasekhara 

73 

Ohaitanya 

33, 37 

Chandra G'upta II 

33 

D 

Bmoration of images 

60 

Bkamma 

17 

Jjhanwr 

67 

Bravidian type 

73 

Dyumani 

73 

13 

EgyptUm 

IS, 31 

G 

GetjALaksmi 

51 

Ganapaii Sasiri 

8, 9, 11 

Geendham 

SO 





Gandhara Sekod 

Ganeaa 

Qr4ek artist 

Greek School 

Gupta School 

Gheraofhda Samhiia 

Qomukha 

Guptam 

Qaraksa 

Garuda 

Garga 

Garbhagrha 

Guharaja 

Ghata 

Gujrati type 


Kanishka 

Kdrtikeya 

Kuvera 

Kushan 

Kdsyapa Samhiia 

KdU 

Kukhutam 

Khecharv 

Kumdra 

Kailasa 

Kunjara 

Kurma 


Laksmi 

Laufer 


Marsha 
Hindu images 
„ gods 
„ sculptors 
„ art 
Hema 
Hama 


Maya 15, 9, 65 

MayasasWa 38 

Maywhhwn^a S3 

Mathura 35, 53 

Mahahharata 37 

51 Maya Vastu 14 

Mdrkandeya 13 

3fahdyog% 54 

£4 Macdonell 49 

S Miira dynasty 53 

S, 4 Matsyam 57 

Matsyapuranam 10, 16, 11 
55 Mayamatam 9 

4 Manmhydlayachandrikd 9 

69 Mandapa 9 

;/ MaUenira 57 


Image 

India 

Indian Art 


lataha 




8m%%dga 


Tisalalma 

M 

8mha 

.71 

Vasudeva 

,,!S6 

Silpin 

66 

Visvaharman 

66,8 

SamJm 

66 

Vi8vakarmpraka$a 

67, 10 



Vdstu Sdstra 

M, 8 

Tagore 

1 

„ Vidya 

.67,8 

U 


„ prakarnam 

,67 

Ut hatam 

57 

Yimdna 

’71 

UUana Manduha 

s57: 

Yardhana 


t, Kurmuham 

. M 

FaraAami/iira 




YisnudharvaoUara 


Vajram 

56 

YMm 

M 


57 



Vrhm 

57 

Yoni 

59 



Yoga 

56,57 

Yw^^'^iiakari 

59 

„ Sastra 


Y^^oni 

59 

Yv^kti kalpatarv 

9 


65 

Y<mdheya tribe 



THE PUNJAB ORIENTAL SERIES. 

Edited by various eminent scholars 
of India, Europe & America. 

READY FOR SALE 

1. Barhaspatya Artha Sastram or the Science 
of Polities according to the School of Rrihaspati. Original 
text edited with an intro., notes and English translation by 
Dr., P. W. Thomas. M. A. Liabrarian, India office together 
with an Historical Introductory Remarks and Indexes by 
Pt. Bhagavad Datta, B. A., Supdt. Reseaeh Depty. D. A. 
F. College Lahore. Price Rs. 5-8-0. 

2. Jaiminiya Qrhya Sutra or the domestic cere- 
monies according to the School of Jaimini. Original text in 
Devanagari Character edited with extracts from the original 
comm. Subodhini, list of Mantras, Notes Introduction and for 
first time translated into Jinglish by Dr. W. Caland, M. A., 
Prof, of Sanskrit in the University of Utrecht, printed 
on best ivory paper, cloth bound wit gold letters. Es. 6-0-0- 
3. Aryavidya Sudhakara. Or a history of Sans- 
krit Literature, Composed by Taineshwar Chimana Bhatta 
the same edited with various new notes by .Mabamahopadh- 
yayaPt. Sivadatta Kudalaj Hd. Pandit, Oriental College, 
Lahore. Printed on best Antique Paper, Cloth Bound with 
• gold letters. Price JBs. 8-. 

4 Kautalya Arthasastra, The Oid-Indian bookof 
secular life and political science. Original text prepared with 
the help of munich ('German mss:) & all other sources 
available, edited with an extensive historical introduction of 
47 pages & notes in English by Dr. J. Jolly Ph. D. prof., 
W arzbergUniv- and Dr. R. Schmidt, together, with the ancie- 
nt original Sans. Comm, of Madhva Yajva complete in 2 T'ols. 
Best paper. Price 10-0-0 Ordinary paper RsS 0-0 (for both Vnls) 
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5. Nilamatapuranam. Original text edited with 
an English Preface, an index to the verses and 9 English 
appendices by Prof. E- L. Kanfilal M. A. Vedanttirath and 
vidyaratana and Prof. J. D. Zadu, Shastri. M. A., M. 0, L. 
Cloth bonnd with gold letters. Price Es- 5 0-0. 

6. Atharvana Jyotisam or the Vadanga Jyotisa 
of the Atharva Feda, Original text edited for the first 
time by Pt. Bhagavad Datta B. A. Prof, of Sanskrit and 
Supt., Eesearch Deptt., D.. A. F. College Lahore. Ans-8-. 

7. The Dathawamsa or a history of the Tooth- 
relic of the JSuddha. Original Pali text in Devanagri oh. edited 
and translated into English with notes intro, etc., by Pr. 
BimalaeharanLaw, Ph. P-M. A., B. L., together with a fore- 
word by Dr. William Stede, Ph. D., Joint-Editor, P. T.‘S. 
Dictionary. Printed on best ivory paper, cloth bonnd with 
gold letters, 1924. Price i2s. 6/- 

8. Jaina JattlkslS.pr LordEishabha’sPurvabhavas 
Being an English translation of Book I . Canto I of Hemaeha- 
ndra's Trish&shtisalakapnrnshacaritra and narrating the 
twelve previous lives of the first Tirthankara Eishabha, ori- 
ginally translated by Prof. Amnlyacharan Vidyabhnshana, 
revised and edited with notes and introduction by Banarsi 
l ass Jain, M. A. Printed on best antique paper, cloth bound 
with gold letters. Price Es. 4/8. 

9. Oamaka Prahasnam. An old play in one act. 
Edited with text and English translation* by Mahopadhyaya 
Pandit V. Fenkataram Shastri Yidyabhusharia. Price As. 6. 

10. Satapatha Brahmana.IntheKanviyaEeeen. 
sion. Edited for the first time by Dr. W. Caland M. A. Prof- 
fessor of r Sanskrit, Dtrecht Dniversity. Fol. I Bound in 
cloth- with gpld letters, price Bb. lOj~. 

Please: 'arpp,ly;;to;r^ ^ , 

The Punjab Sanskrk Book Depot 
LAHORE. 


